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ABSTRACT 
A + C ~ B 
(ART + CURRICULUM = THE BASICS OF EDUCATION) 
SEPTEMBER 1986 
Judith Sarah Borrelli, B.A., St. Mary’s College 
of Notre Dame 
M.S.T., The University of Chicago 
C.T.A., The New School of Social Research 
Ed.D., The University of Massachusetts 
Directed by: Dr. Atron A. Gentry 
Traditional education is biased towards analytical 
thinking, while ignoring the intuitive mode of knowing. 
This emphasis on left-brain thinking is one sided and reduc¬ 
tive and does not support the growth of the whole person. 
This dissertation champions an integration of these seem¬ 
ingly disparate ways of knowing through art. 
This study examined uses of visual and tactile artis¬ 
tic approaches to academic content areas in the early pri¬ 
mary grades. It conceptualized and developed a program for 
in-service teacher training that assisted participants in 
understanding philosophies and practical mechanics of in¬ 
corporating art into their present teaching routines. 
Five research objectives gave direction to this study: 
to identify past and present philosophies for developing 
competency in integrating visual and tactile artistic ap- 
vi 
proaches to academic content areas of grades K-3; to review 
selected literature regarding split-brain research and art 
in education; to conceptualize and develop a teacher train¬ 
ing program to help K-3 teachers to understand philosophies 
and practical application of visual and tactile artistic ap¬ 
proaches to academic curricula of their respective grade 
levels; to recommend further research regarding art in edu¬ 
cation. 
In-service teacher-training objectives were developed 
which specifically related to the following content areas: 
reading, writing, mathematics, science, and social studies. 
Prior to the first training session, twenty participants 
from thirteen school districts were given a pre-assessment 
to determine knowledge, attitudes, and experiences regarding 
visual and tactile artistic approaches to K-3 subject areas. 
At the conclusion of the workshop sessions, post-assessments 
were administered. The results of these were used to deter¬ 
mine usefulness of the training sessions. Inverviews were 
also conducted with randomly selected K-3 teachers to obtain 
in-depth information about teacher perceptions. 
The basic program appeared to need few modifications 
to the presentations, worked through art processes actively, 
and participated candidly in discussions. This initial 
program showed promise in helping K-3 teachers develop 
better understanding of incorporating art into the academic 
curricular areas of grades K-3 in order to help develop the 
vii 
whole child. One result of this study was an art-based 
curriculum which could be adapted in grades K-3. Follow-up 
coaching in respective classrooms of teacher participants 
gave evidence that specific artistic approaches designed for 
A+C=B were incorporated into K-3 academic routines. 
Teachers remarked that the use of visual and tactile art 
lessons helped expand and balance their repertoire of educa¬ 
tional teaching devices. 
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CHAPTER I 
INTRODUCTION 
Traditional early childhood education has been pri¬ 
marily concerned with developing a child’s analytic and 
linear-logical faculties. The results of this development 
are verifiable through periodic quantitative testing in a 
young child’s education (Minimum Basic Skills, C.A.T.) which 
determine whether that student is progressing properly on 
the academic path. In a recently published report (April 
1983), the Bell Commission pronounced the United States ’’a 
nation at risk” due to steadily declining test scores which, 
it concluded, threatened America's ". . . preeminence in 
commerce, industry, science, and technological innova¬ 
tion . . . throughout the world.”1 
The author of this dissertation believes that we 
are "at risk" for another, perhaps an even more compelling 
reason. 
Current educational literature claims that the 
overwhelming push of education to adhere to a rigid academic 
schedule, cover a wide variety of texts and workbook pages, 
emphasize ”Time-on Task, incorporate technology into the 
curriculum, and maintain high academic test scores is 
causing tension dilemmas for both teachers and students. In 
Teachers College Record, for example, Arthur Zajonc ques- 
1 
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tions any long-term benefits of such unnatural extensive 
pushing and towards productivity. Zajonc, as do past and 
current eminent scholars who are discussed later in this 
study, examines significant questions dealing with strate¬ 
gies which can be introduced to help alleviate the problem 
of an "artless” curriculum, which offers little or no room 
for creative inventiveness. 
An educational system that excludes the arts is biased 
towards analytical thinking, while ignoring the intuitive 
right brain mode of knowing. An emphasis on left-brain 
thinking is one sided and reductive and does not support the 
growth of the whole child, especially in the light of recent 
split-brain studies. The author's personal teaching 
experiences give evidence that visual and tactile artistic 
approaches to content areas in grades K-3 are efficacious 
vehicles for accomplishing wholeness in a young child’s edu¬ 
cational development. Basic visual and tactile artistic 
strategies not only nurture creativity and inventiveness, 
but Dr. Robert Saunders, Art Consultant of Connecticut's 
State Department of Education suggests that one of the gene¬ 
ral purposes of art in the primary grades is "to provide 
emotional release for tensions originating in the home, 
3 
school, and community environments of the child." 
A monotonous basal reading program, unvaried math 
workbooks, prescribed science and social studies texts, an 
outdated, wearisome phonics/spelling program, and a repeti- 
3 
tious handwriting system was the core academic diet re¬ 
quested by administration during the author's decade of 
teaching first grade. Each subject area was meant to be 
kept separate and apart from the other. It was expected 
that pre- and post-tests be administered as often as 
possible to measure academic achievement of respective six- 
year-old students. Modern teaching aids such as System 80 
machines, audio-visual libraries, school-computer set-ups 
and math manipulatives were available to break the repeti¬ 
tion of books and paper/pencil tasks. Yet there still re¬ 
mained a Dark-Age monotony, isolation, confinement, and the 
humdrum of factory work. It seemed impossible for teaching 
to remain a lively art. 
Numerous demands of the teaching profession often left 
the author drained rather than satisfied, bored rather than 
fulfilled and creatively stifled rather than inspired. The 
author finally realized, that at the end of a decade of 
teaching first grade, she was no longer growing profession¬ 
ally. Yet, a deep sense of aesthetics, artistic talent, and 
hope to remain an educator fueled a drive to conceptualize, 
develop and improve an original curriculum of lessons inte¬ 
grating visual and tactile artistic approaches into K-3 con¬ 
tent areas. It was hoped that the specific art lessons 
involved could somehow be incorporated into K-3 teachers' 
wide repertoire of teaching strategies. In the author's 
teaching experiences, sound new ideas were needed all the 
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time and often welcomed. 
In order to keep pace with society’s strides toward 
growth and advancements, modern teaching methods should be 
combined and recombined with old techniques. Perhaps some 
sample lessons in A+C=B will add color to a dull black and 
white lesson collections gathered from years past. Perhaps 
the incorporation of master art work into a math or spelling 
lesson will inspire a trip to a nearby museum or gallery, 
thereby adding cultural enrichment to a lesson on numbers 
and letters. A+C=B was ultimately meant to empower teachers 
of grades K-3 to add visual and tactile approaches to their 
daily classroom routines. Realizing that no curriculum nor 
lesson is completely teacher proof, activities represented 
in A+C=B should be tried, combined, and recombined year 
after year. 
Through teaching first grade, observation of fellow 
staff members, a review of literature, course work, and 
discussion, the author of A+C=B has found that public educa¬ 
tion has fallen behind new advances in the understanding of 
how young children learn. Roger W. Sperry, a leader in the 
field of split-brain studies wrote: 
...there appear to be two modes of thinking, verbal and 
non-verbal, represented rather separately in left and 
right hemispheres, respectively, and that our educa¬ 
tional system, as well as science in general, tends to 
neglect the non-verbal form of intellect. Wha£ ^st°the 
down to is that modern society discriminates against the 
right hemisphere.4 
5 
J.E. Bogen, a neurosurgeon, has suggested further, that: 
An answer might be that we give equal time to each hemi¬ 
sphere. This is not simply a matter of enrichment, but 
of saving from neglect a potential as important for 
high-level problem solving as language skills.5 
With regard to the concern expressed by the Bell Commission, 
the harmonization of left- and right-brain hemispheres is 
key to developing the whole child. Insights into this area 
help expand knowledge of art, creativity, visual and tactile 
learning and the inclusion of interdisciplinary, multisen- 
sory approaches to teaching. Because sufficient attention 
has not been given to this relatively new body of knowledge 
in public schools, A+C=B will exemplify how art activities 
can help balance elements often thought to be disparate. 
The visual imagery of art influences the intuitive right- 
brain in a way that sets the stage upon which specific K-3 
content area skills and concepts are integrated in a brand 
new way. 
Although some teachers are secure with stereotypic 
teaching manuals, answer sheets, and dictated computer tech¬ 
nologies, others are bored with such methodologies; others 
are stifled or confined creatively. Is it healthy to suc¬ 
cumb to teaching strategies which narrow and stifle rather 
than broaden and enlighten? If workbook-based instruction 
and standardized testing comprise the bulk of teaching and 
learning, then perhaps little room is left for learning 
through visual and tactile artistic methodologies. 
6 
According to scholars such as Rudolf Arnheim, Victor 
Lowenfeld, E. Paul Torrance, Elliot Eisner, and others— 
whose work will be discussed in greater detail in Chapter II 
of this dissertation—some children learn best through 
visual and kinesthetic activities. Without an artistic 
approach to learning basic skills and concepts such children 
are left deprived. The inclusion of art activities as edu¬ 
cational tools is one way to help. During her teaching 
career, the author found that most children enjoyed art; if 
they were not given a topic about which to draw, they 
sketched whatever they chose. 
History of Art books exemplify that self-expression 
through illustration has been a precursor to written and 
spoken expression throughout the history of humankind. Work 
in the field of Art Therapy shows that such expression can 
be also a primary way for children to express inner 
thoughts, feelings and emotions. In the 1930s Helga Eng 
made a searching analysis of the modes of expression or 
"schemata,” found in children’s drawings. By schema, Eng 
meant, "the all-over means by which a child tries to make 
clear to us his . . . intention."7 Thus, when art is removed 
from early primary grade classrooms, an injustice is done to 
children in that their expressive voice is muted. In his 
concluding remarks in Hegel on Art, author Jack Kaminsky 
wrote in Hegel's defense: 
7 
It may well be that only art can be used to communicate 
the important episodes that happen to us or others. . 
Without art, or without an art that relates to the 
experiences we have, we lose one of our great sources of 
information as to who we are and what we ought to do.^ 
Here again one sees a connecting thread through expression, 
history, and art. 
Perhaps art can connect content areas found in K-3 
academics of the primary grades. Saunders listed the 
following purposes of using art with children: 
To enrich the learning process of academic subject 
matter, 
To develop creativity or mental resourcefulness in 
problem solving.9 
A+C=B attempted to enrich learning and help develop 
creativity by offering specific visual and tactile art 
activities that teach specific skills and concepts dictated 
by K-3 academic curricula. 
Conventional teaching methods convey the idea that 
there is always a correct and incorrect way of treating 
problems in school. In Cognition and Curriculum, Elliot 
Eisner wrote: 
The curriculum emphasizes forms of representation having 
a syntactical structure in which black-and-white, true- 
false, and correct and incorrect answers are dominant.10 
Although schools deal with right and wrong answers, 
dealing with problems in everyday living proves that black- 
and-white solutions are not always the answer. Eisner 
emphasized that life’s problems involve choice. Therefore it 
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it is healthy for children to learn at an early age that there 
are often no clear-cut answers to dilemmas; many questions 
arise during the process of problem-solving. Teaching 
methodologies should be geared towards fostering critical 
thinking skills; research indicates that artistic strategies 
can help do that. 
Those who have thought deeply about education, such as 
John Dewey, Jerome Bruner, Rudolf Steiner, Jean Piaget, Neil 
Postman, E. Paul Torrance, and Charles Silberman know that 
what is truly basic in education goes further than the 3 R's. 
Perhaps what is truly basic in education cannot be declared 
by quantitative test scores. High test scores are certainly 
not indicative of a complete grasp of concepts and skills in 
all academic areas. During her ten years of teaching the 
author of this study has yet to find a quantitative test that 
measured courage, imagination, the willingness to make 
choices, or the ability to make sound decisions. Knowing how 
to utilize the latter contribute to personal success. In the 
October 1985 issue of Educational Leadership, Robert Stern¬ 
berg and Joan Baron consider the components of thinking and 
their role in solving relatively novel problems as they apply 
to everyday situations. ’’Through testing, we too often dis¬ 
cover what children can do on intelligence or achievement 
tests, but not what they can do in other contexts.” Ac¬ 
cording to Sternberg and Baron, it is important to offer stu- 
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dents problems which somehow measure the ability to students 
to apply thinking skills in daily living. 
In the process of education, teachers present material to 
students as a means for them to learn basic skills and 
concepts. In the early primary grades especially, where a 
child’s educational journey begins, teachers should have the 
opportunity to choose methodologies of instruction which best 
suit their own teaching style as well as meet the needs of 
individual students. 
The author's intent here is not to wipe the slate clean 
of all present teaching and learning modalities and start all 
over again, but rather to broaden school curricula by includ¬ 
ing artistic approaches to the 3 R's. This adds to the reper¬ 
toire of teaching aids which teachers employ in daily 
routine. Rudolf Steiner suggested that teaching in itself 
can be a lively art; if this is the case, then teachers must 
be permitted to choose methods of instruction just as an 
artist carefully chooses and mixes paint to obtain a desired 
color. 
In an editorial appearing in American Artist’s, 
M. Steven Doherty pointed out that: 
The nature of creativity implies moving away from 
established norms toward original and imaginative new ap¬ 
proaches. . . . The ’pioneering spirit’ ... is an 
important ingredient.12 
Another ingredient in such creative formulation is resource¬ 
fulness. Thus, creatively formulated artistic approaches to 
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teaching and learning in the early primary grades may help 
rescue previously neglected "resources" within teachers and 
students. In other words, by utilizing art as a vehicle to 
teaching and learning creative teachers would be able to 
teach in a way that is most comfortable for them. Education 
should be responsible for helping teachers and students tap, 
develop and apply artistic resources that often lie dormant 
within a creative soul. Human resourcefulness and creativity 
are ingredients which help establish successful new direc¬ 
tions. There are no automatic solutions, no easy choices, no 
clearly marked paths for the future of humanity. Decisions 
about bettering formal education should follow constructive 
universal hopes which are shared by all humanity. One of 
those ideals is world peace. Dr. Armand Hammer believed that 
cultural exchange can help bring about world peace. 
Because our peril as a world community of nations has 
never been greater, our need to achieve international 
understanding has never been greater. We need more 
international exchanges to advance the cause of peace. I 
can tell you that exhibitions and international exchanges 
of art—so popularly received—have demonstrated how 
thirsty we are for an understanding of other people and 
other times.13 
In wanting to do all he could to advance the cause of world 
peace, Hammer has spent enough time and finances to recognize 
and understand deeply a shared universal bond of interna¬ 
tional peace and prosperity. Through his work he found that 
bridges of international understanding can be built through 
foundations of cultural artistic exchanges. 
Art’s language is universal—no language barrier need 
separate the viewer from the work—and the genius of hu¬ 
man creation is able to speak to us across the boundaries 
of time. 14 
As chairman of the board and chief executive officer of the 
Occidental Petroleum Corporation, Hammer enlisted the support 
of such world leaders as Leonid Brezhnev; he found them 
hungry to continue deepening their understanding of inter¬ 
relatedness of human beings through visual art. Hammer has 
devised a plan for large business corporations to finance 
more cultural exchange; perhaps it is also time for schools 
to integrate master art into their academic arenas to contri¬ 
bute to Hammer’s vision as well. Our students are our 
country's future, and if, as Hammer suggested, developing a 
sense of aesthetics will help promote positive understanding 
of different cultures, then incorporating art into a reper¬ 
toire of K-3 teaching methodologies can only enrich the sys¬ 
tem of education as it exists today. 
Need for the Study 
In Art and the Young Child, Kenneth Jameson pointed out 
a need for research into art and creative processes of the 
15 
young child and its relevance to all other activities. 
Jameson gave his first priority to teacher training. Ques¬ 
tioning present techniques used to instruct young children, 
he inferred that they are inimical to the development of a 
child’s individuality. Jameson hoped that by including art 
daily, the whole child would be reached. This study is an 
12 
initial step for the investigator to continue research in the 
areas which Jameson suggested. 
Twenty three specific educational activities involving 
visual and tactile approaches to learning in grades K-3 are 
developed. The training session and follow-up coaching are 
meant to meet the need to help teachers understand the philo¬ 
sophies and practical mechanics of integrating art into their 
classroom routines. The training session and follow-up 
coaching are meant to help empower teachers to actually use 
artistic approaches in their respective classrooms, which 
before, they felt inadequately prepared to cover. 
Statement of Purpose 
The purpose of this study is to research the use of 
visual and tactile artistic approaches to teaching and 
learning of content area skills in the early primary grades, 
kindergarten through grade three, and to conceptualize, 
develop, and improve a basic curriculum. This curriculum 
will be made accessible to teachers through training to help 
them understand basic philosophies justifying the integration 
of art and academia, and to demonstrate and involve teachers 
in specific art-related learning activities which serve as 
practical application of previously mentioned philosophies. 
First, the study reviews literature of past and current 
thought, research, and development of the integration of 
visual and tactile artistic approaches into K-3 academic 
curricula. Secondly, it develops a program of specific art 
13 
activities for K-3 teachers to use with their respective 
students. These lessons are specifically designed to intro¬ 
duce, reinforce, and/or enrich skills and concepts in the 
following subject areas: reading, writing, mathematics, 
science, and social studies. A one-week teacher training 
session will take place to instruct K-3 teacher participants 
in philosophies and practical applications previously 
mentioned. The presentation/workshop in-service sessions 
will be field tested and evaluated through assessment. 
The purpose of such a field test is to gain information 
about aspects of the visual and tactile art activities and 
training session that may need to be redesigned and per¬ 
fected. The pre- and post-assessment questionnaires are not 
meant, however, to determine cause-effect relationships. 
Once research data is collected through assessments found in 
Appendices A, B, and C, recommendations for further research 
regarding visual and tactile artistic approaches to K-3 
content areas can be made. 
Definition of Terms 
For the purpose of this study the following definitions 
of key terms will be used. 
Aesthetics. The study or theory of a natural or 
created source of beauty and the psychological responses to 
its visual form. 
Approach. A means of instruction; in this study, ap- 
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proach, method, methodology, modality, strategy, and 
technique may be used synonymously. 
Art. Visual and tactile means of expression in which 
thought, emotion, experience, and sensitivity were used to 
create an aesthetic work. 
Creativity. The ability to stimulate imaginative, ar¬ 
tistic, and intellectual inventiveness. 
Curriculum. A systematic body of material and an 
organized plan for the purpose of promoting formal instruc¬ 
tion . ^ 
Standardized curriculum. Unvarying in form and 
pattern; fixed and conventional with no allowance for indivi¬ 
duality, critical judgment, or freedom to make choices. 
Tactile art. A three-dimensional aesthetic work, 
fashioned by hand; that which can be touched. 
Visual art. An aesthetic piece of art which can be 
observed. 
Significance of the Study 
This study provides a program for educators of grades 
K-3 who seek to improve the quality of teaching and learning 
by integrating visual and tactile approaches with academic 
curricular skills while nurturing creativity at the same 
time. This study provides a process of in-service teacher 
training through which fundamental philosophies and practical 
mechanics of integrating art and academics are bridged. Once 
K-3 participants sufficiently understand philosophies and 
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practical mechanics of linking artistic activities to 
academic concepts and skills, they can effectively incorpo¬ 
rate such approaches into their daily classroom routines. 
This study provides specific activities which can be imple¬ 
mented into existing curricula in grades K-3. This study 
demonstrates one way to introduce visual and tactile artistic 
innovations into academic curricular areas, thereby offering 
K-3 teachers another vehicle in creating a balanced educa¬ 
tional setting for their respective students. 
This study is also important because it advances a de¬ 
signed program which was field tested with teachers who work 
directly with children. The author used her ten years of 
teaching experience in the early elementary grades and four 
years of study and research as the basis for this work. The 
program involved in this study is child centered because it 
can be used by teachers who currently teach K-3. Once philo¬ 
sophies and practical applications of artistic approaches 
used in this study were presented to K-3 teacher partici¬ 
pants, they had the opportunity to comment on them. Con¬ 
structive criticism was readily welcomed. This study is of 
value because it makes recommendations for future designs 
based on the knowledge accumulated in the research. This 
study also provides a functional link between the philoso¬ 
phies of visual and tactile approaches to education and the 
realities of actually incorporating them into K-3 classrooms. 
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Limitations of the Study 
The population of this study consisted of K-3 teachers 
from the following towns in Fairfield County, Connecticut: 
Bridgeport, Danbury, Easton, Greenwich, Fairfield, Monroe, 
New Canaan, Norwalk, Stamford, Stratford, Trumbull, Weston, 
Westport and Wilton. Twenty teacher-volunteers participated 
in this study. The results and conclusions cannot be gene¬ 
ralized to populations that are of significantly different 
socio-economic, ethnic, or cultural backgrounds than K-3 
teachers participating in this study. 
Delimitations 
The results of this study apply only to the specific 
visual and tactile artistic approaches designed for this 
study. The scope of this study will not extend beyond a 
process of helping teacher participants understand funda¬ 
mental theories and practical application of the artistic 
curricular design of the training sessions so that partici¬ 
pants will be proficient when integrating them into their 
classroom routines. The training sessions will be held for 
one week, from Monday through Friday. Follow-up coaching 
will take place in respective classrooms of participating 
teachers. Field testing for the design will be limited to K- 
3 participants of this particular study. 
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Assumption 
K-3 teacher participants involved in this study were 
interested in using artistic approaches in their respective 
K-3 classrooms and they agreed to participate in the training 
and to apply some new ideas in their classrooms. 
CHAPTER II 
REVIEW OF THE LITERATURE 
Past and current literature justifying the use of 
artistic approaches to K-3 content area instruction was 
reviewed for the purpose of determining an effective program 
design. The foundation for the development of the training 
sessions, as well as specific activities involved, arose 
from the author's teaching experience and a review of the 
literature. This review provided the link between the theo¬ 
retical basis for teacher training sessions of this study 
and the practical realities that teachers and students faced 
in school settings. 
The literature which was reviewed consisted of books, 
periodicals, and case studies concerned with improving 
teaching and learning in today's schools by integrating 
visual and tactile artistic strategies into academics. By 
including art as a basic of education and nurturing crea¬ 
tivity, early childhood education can become a broadening 
exploration rather than a stifling path for young K-3 stu¬ 
dents as well as for their teachers, for whom teaching can 
become a lively art. Among past and present eminent 
scholars whose work was reviewed are: John Dewey, Jean 
Piaget, Rudolf Arnheim, Rudolf Steiner, Herbert Read, Victor 
Lowenfeld, C.D. Gaitskell, E. Paul Torrance, Neil Postman, 
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Bob Samples, Roger Sperry, Edith Kramer, Margaret Naumburg, 
Elliot Eisner, Charles Silberman, Ann Lieberman, Arthur 
Zajonc, the J. Paul Gettv Foundation, J.P. Guilford, and 
others. Although the work of each of these scholars 
involved universal truths to improve education in general, 
they were adaptable to specific needs in K-3 areas. 
Visual awareness, recognition of sensory perceptual 
learning processes, and studies on creativity housed in the 
right brain have had their own effects in guiding artistic 
approaches in current K-3 staff development programs. Per¬ 
haps corrective trends which included art had their seeds 
planted decades ago with such scholars as Rudolf Steiner and 
John Dewey. 
Waldorf Pedagogy, founded by Steiner in Germany in the 
early 1900s, integrated drawing, painting, clay modeling and 
yarnwork into K-3 lessons of every subject area. Steiner 
believed that art brought "feelings" into academics— 
intuitive feelings which must be kept alive, especially in 
the early primary grades where groundwork for a child’s aca¬ 
demic path began. By no means did Steiner mean to exclude 
logic or left brain skills. However, he believed that the 
most important aspect of teaching was the ability to help 
children "to feel their way.” Steiner emphasized that 
children must learn to become sensitive to the goals of 
others—to emphathize and understand their joys and 
troubles, which are often expressed through art The 
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author of this study found young children most responsive to 
master paintings. They were able to recognize sadness in 
paintings such as "The Tragedy" from Pablo Picasso's blue 
period. They were also able to feel the kind nurturing 
quality the child had towards its dove in Picasso's "Child 
with a Dove." "The Tragedy" prompted a discussion of what 
"The Tragedy" 
Pablo Picasso 
2. "Child with a Dove" 
Pablo Picasso 
makes a person feel sad. These two pictures brought forth 
the idea that people should be kind to someone when tragedy 
strikes. Although discussions at the first grade regarding 
feelings were at an elementary level, the depth of sensory 
perception was honest and recommedations to help through 
kindness were sincere. This intuitive sense to help rather 
than harm or destory needlessly was one of the innocent 
qualities that Rudolf Steiner expected education to develop. 
Not unlike Steiner, John Dewey believed in generating a sym- 
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pathetic feeling towards a common spirit when he wrote: 
A society is a number of people held together because 
they are working along common lines, in a common spirit, 
and with reference to common aims. The common needs and 
aims demand a growing interchange of thought and growing 
unity of sympathetic feeling.1° 
John Dewey believed that education should be a living 
and moving experience for children; he insisted that methods 
used to reach children should be carefully chosen. One of 
the questions that Dewey posed in Experience and Education 
was, MHow shall the young become acquainted with the past in 
such a way that the acquaintance is a potent agent in ap- 
19 preciation of the living present?” A look at the history 
of h umankind through art is one possibility. Art history 
books are rich with organized visual representations of human 
experiences and social interaction from courtship to child 
rearing to way. 
Great nations write their autobiographies in three manu¬ 
scripts; the book of their deeds, the book of their words 
and the book of their art. Not one of these books can be 
understood unless we read the two others, but of the 
three the only trustworthy one is the last.20 
Art reproductions are easily accessible for use in 
lessons with early primary children; they can be found in 
library books, museum catalogues, or reproduction collections 
such as The Shorewood Fine Art Reproduction Collection of 
Sandy Hook, CT. Through observation, evaluation, and dis¬ 
cussion of a variety of illustrations on the same topic, 
learning at the primary level can be enriched. For example, 
aspects of family life are studied in the early elementary 
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grades. By incorporating paintings of mothers with child¬ 
ren, students’ aesthetic awareness is heightened; nurturing 
qualities of motherhood are exemplified as well. 
3. "The Couper Madonna" 
Raphael 
4. "The Cradle" 
Berthe Morisot 
5. "Gypsy with Baby" 
Amedeo Modigliani 
6. "Eleanore and Son" 
Bronzino 
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Units on animals are included in elementary science 
books. Again, art can be used to enrich these units. For 
example, a collection of prints depicting horses in dif¬ 
ferent settings shows that horses have been used throughout 
history in many ways. 
7. "Mounted Officer” 
Theodore Gericault 
9. "Fighting Horses" 
Theodore Gericault 
10. "Juniet’s Cart" 
Henri Rousseau 
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11. '’American Farm Scenes: 12. "The Road: Winter" 
No. 4 Currier and Ives 
Currier and Ives 
"American Farm Scenes: 
No. 3 
Currier and Ives 
15. "Market Preparation" 
Currier and Ives 
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19. ’’Bridal Path, Mountain” 
Winslow Homer 
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21. "Circus" 
Georges Seurat 
In the January, 1985 
issue of Basic Education, 
Thomas and Dennie P. Wolf of¬ 
fer their viewpoints on art 
as basic academic skill rein¬ 
forcers. They ask the fol¬ 
lowing question: What can 
22. "Bareback Riders" 
W.H. Brown art contribute to the de¬ 
velopment of students? They suggest that art "can enhance 
the basic cirriculum by teaching students to observe, to 
reason, to study, to read (in the broadest sense), to speak 
and listen, to compute, and to write."21 Specifically, when 
youngsters attempt to paint a still life based on a number of 
objects on a table, intense powers of observation are re- 
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quired. Reasoning includes the ability to conceptualize, 
generalize, and distinguish between factual and imaginary 
elements of paintings. Reading what an artist was trying to 
say on a deeper level requires concentration and skill. 
Young students must engage in planning of such projects as 
group murals. Math skills are brought into play when measur¬ 
ing is required or patterns are created. Schools require 
that youngsters study math, phonetics, and science as founda¬ 
tions of learning; students who are not knowledgeable in the 
basics of the 3 Rs will be at a disadvantage later in life. 
In making a case for art in schools, Thomas and Dennie Wolf 
believe that visual and tactile art activities help students 
develop appreciation of expressive and emotional aspects of 
life in a school environment that asks them to set feelings 
aside for more objective problem solving. 
Only if students are offered meaningful arts ex¬ 
periences 
in school can they develop the full range of fundamental 
learning skills that will assist them throughout their 
lives, regardless of the career paths they choose.22 
A review of the most current literature finds there are 
differing opinions on how academic the arts in education 
should be. The J. Paul Getty project, "Beyond Creating," 
emphasizes a disciplined-base approach to visual and tactile 
art. In an interview with Leilani Lattin Duke, Director of 
the Getty Center for Education in the Arts, Ms. Duke felt 
that art must be taught in the schools for art’s sake and not 
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to teach skills meant for other subjects.However, the 
author of this dissertation takes a more interdisciplinary 
approach and agrees more with the thinking of John Goodlad in 
A Place Called School where he notes that one of the worst 
qualities in any art class is the appearance that they are 
governed by "the characteristics which are best described as 
'school* — following the rules, finding the one right an- 
swer, practicing the lower cognitive processes." Goodlad 
believes that art-related activities in schools must convey a 
feeling that students can express themselves freely and crea¬ 
tively, without a sense of confinement. On the other hand, 
Leilani Duke feels that quantitative testing must be included 
in establishing art as a basic in education. Thus, there are 
differences on how "academic" art in education should be. 
In Duke's project, Beyond Creating, the following quote 
suggests the role of art as expression: 
When words are no longer adequate, when our passion is 
greater than we are able to express in a usual manner, 
people turn to art. Some people go to a canvass and 
paint; some stand up and dance. But we all go beyond our 
normal means of communicating and this is the common 
human experience for all people on this planet.25 
Since the beginning of time, most human beings have 
experienced difficulty expressing their thoughts, feelings, 
ideas, and experiences. Prehistoric man communicated with 
grunting noises and small rocks. The first recorded means of 
expression were twelve thousand year old cave paintings. 
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Homo sapiens first story was told in pictorial form. 
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Similarly, The Egyptian Book of the Dead was originally in¬ 
scribed symbolically — in hieroglyphics. This early method 
of writing employs symbols or pictures to represent a word, 
sound, or syllable in much the same way as a young child’s 
attempts at illustration. 
Art also played a significant role in tribes of Ameri¬ 
can Indians. Sand paintings, exhibiting considerable skill, 
were an integral part of the American Navajo healing cere¬ 
monies. Such healing sessions involved a close union of 
patient, healer, and artist. The intense relationship of 
healer and artist are present to some degree in the work of 
27 Sigmund Freud and the psychological thought process. 
Early in the twentieth century John Dewey questioned 
the process of education. In this context, the author re¬ 
fers to "process” as an ongoing development involving many 
changes and particular methods. Dewey believed that because 
children learn through experience, academia should provide 
wholesome learning experiences which will best prepare stu¬ 
dents for adulthood and its daily problems. Specifically, 
he interprets education as: 
The scientific method by means of which man studies the 
world, acquires cumulative knowledge of meanings and 
values, these outcomes, however, being data for critical 
study and intelligent living. The tendency of scientif¬ 
ic inquiry is toward a body of knowledge which needs to 
be understood as the means whereby further inquiry may 
be directed. Hence the scientist, instead of confining 
his investigation to problems as they are discovered, 
proceeds to study the nature of problems, their age, 
conditions, and significance. To this end he may need 
to review related stores of knowledge. Consequently, 
30 
education must employ progressive organization of 
subject matter in order that the understanding of this 
subject-matter may illumine the meaning and significance 
of the problems. Scientific study leads to and enlarges 
experience, but this experience is educative only to the 
degree that it rests upon a continuity of significant 
knowledge and to the degree that this knowledge modifies 
or ’modulates' the learner’s outlook, attitude, and 
skill. The true learning situation, then, has longitu¬ 
dinal and lateral dimensions. It is both historical and 
social. It is orderly and dynamic. 
Thus, it is the method of the learning experience itself 
that was important to Dewey and remains the paramount issue 
of this study as well. It is essential that schools provide 
experiences that develop: (1) keen observation, (2) criti¬ 
cal thinking, (3) decision making, (4) self-control, (5) 
communication, (6) respect for human differences, (7) crea¬ 
tive inventiveness, and (8) appreciation of aesthetics. 
Because practically everything one can conceive re¬ 
garding historical experiences of human beings has been 
expressed and recorded in etchings, paintings, sculpture, 
and crafts, it seems natural to include art in the process 
of education. In fact, to exclude art from academia is to 
neglect expressions of man's historical past, the present 
world, and views of the future. Dewey believed that men’s 
fundamental attitudes of the world are formed by the quality 
of experience. In Democracy and Education, he described 
artistic attitude. Dewey explained that it is this artistic 
attitude that brings about changes in the world. This art, 
or attitude, is more encompassing than one may realize at 
’’Art is neither merely internal nor merely external, first. 
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merely mental nor merely physical," he wrote. When this 
artistic attitude is turned outward, toward helping human 
beings in some capacity, then artistic inventiveness becomes 
a method for modifying conditions. Going a step further, 
Dewey alluded to the fact that activities, including scien¬ 
tific disciplines, when turned inward, "...become an asylum 
of refuge from the hard conditions of life."2^ Art as proc¬ 
ess can also serve as "...a temporary retreat for the sake 
of recuperation and clarification in future dealings with 
the world. 
Dewey advocated integrating artistic experiences in 
the classroom. Although the main thrust of his argument was 
always the thrust of doing and having youngsters experience 
things firsthand, Dewey also wrote of the importance of con¬ 
necting sense impressions with rational thinking; one way to 
express such impressions and thought is in creating a piece 
of art. 
A person is reasonable in the degree in which .he is 
habitually open to seeing an event which immediately 
strikes his senses not as an isolated thing but in its 
connection with the common experience of mankind. 
Without the particulars as they are discriminated by the 
active responses of sense organs, there is no material 
for knowing and no intellectual growth.31 
Thus, intellectual and expressive growth occurs when what is 
sensed is expressed on canvass, for instance. Throughout 
history master artists recorded sense impressions of daily 
life on canvass. The images created during the period of 
Impressionism were born of experiences in everyday living. 
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23» "Seine at the Grande- Qeorgnn Seurat 
Jatte" 
2V. "Landsoapa" 
Paul Cexanne 
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27. "The Japanese Footbridge and the Water Lily Pool, 
Giverny" 
Claude Monet 
Georges Seurat's oils of boats or people at the Seine River, 
Claude Monet's countless studies of ever-changing landscapes 
of village Giverney, and Paul Cezanne's cul-de-sac of cliffs 
that bound the end of the Gulf of Marseilles or depict 
scenes in Aix, picture a life in nineteenth century France 
which was about to disappear, as life in the cities would 
become centered about innovative thoughts of technological 
progress. A certain kind of undisturbed rural life was 
about to vanish; works of Impressionism recorded a sense of 
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28. "Railway Bridge" 
Vincent van Gogh 
29. "Trains du Soire" 
Paul Delvaux 
31. "Guernica" 
Pablo Picasso 
30. "Boy with a Tire" 
Hughie Lee-Smith 
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the atmosphere between two worlds. Industrial and urban 
scenes exhibit this as well. "Railway Bridge" by Vincent 
van Gogh, "Trains du Soir" by Paul Delvaux, and "Boy with a 
Tire" by Hughie Lee Smith are three examples. Pablo Pi¬ 
casso’s "Guernica" depicts war--which can destroy. With 
this series of powerful images, agony of war is evoked. In 
History of Art, H.W. Hanson described "Guernica" as 
35 
Picasso’s "prophetic vision of doom—the doom that threatens 
us even more in this age of nuclear warfare."^3 
Art appreciation can sharpen understanding of the 
world. Masterpieces housed in museums are the language of a 
vast range of human experience; to neglect what they capture 
is to neglect humankind. In Crisis in the Classroom. 
Charles Silberman referenced the English "Plowden Report" 
explaining that art is not a frill: 
Art is both a form of communication and a means of ex¬ 
pression of feeling which ought to permeate the whole 
curriculum and life of the school. ... It affects, or 
should affect, all aspects of our life from the design 
of the commonplace. . . to the highest forms of human 
expression.34 
Like any other institution, public education has made 
periodic changes for the sake of improvement in order to 
shape the best possible learning experiences for children. 
How do change agents in education know what kinds of re¬ 
structuring are needed? In Teaching as a Conserving 
Activity, Neil Postman suggested taking society's "incen¬ 
tive" temperature as a general starting point. Once a fever 
of interest was found that tipped society’s scale in one 
direction, a direct counterbalancing force should be concep¬ 
tualized, developed, and then incorporated into schools-- 
since it is within the schools that our future rests. 
Postman felt that society’s present nature was too much to¬ 
wards the technical. He claimed that it was essential that 
schools counteracted this techno-thrust in the early primary 
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grades with methodologies that were opposite in form and 
content to machines and quantitative test scores.^ 
Postman’s message was that "balance” was the key that should 
be sought in society as well as in schools. This notion of 
balance has been explored in researching the right and left 
hemispheres of the brain. 
Although evidence for the existence of two hemispheres 
in the brain has existed for many years, it is quite re¬ 
cently that the specialized function of each side has been 
acknowledged. We have known for over a century that an 
injury to the left side of the brain was likely to affect a 
person’s speaking ability while a right side injury was less 
n C. 
likely to have any noticeable affect on verbal language. 
As late as the 1930s, neurosurgeons, in an attempt to help 
epileptics, cut the connection between the left and right 
hemispheres of the brain. This severing of the two-hundred- 
million nerve fiber tract called the corpus callosum did 
not, however, seem to alter the patient’s behavior in any 
significant way. These observations fueled the idea that 
although the brain could be divided, one side, the left 
hemisphere, is usually dominant, while the right serves an 
auxiliary function. 
It was not until Roger Sperry and his students began 
their experiments with split-brain patients in the 1960s 
that a real breakthrough in our understanding with regard to 
these matters occurred. In his experiments, Sperry was able 
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to test separately the thinking abilities of the surgically- 
severed halves of the human brain. When a split-brain pa¬ 
tient touched a hidden object with his left hand and was 
asked what he was handling, he insisted that he did not 
know, yet his left hand easily pointed it out among a col¬ 
lection of other objects. When asked how he knew which 
object to point to, he answered something like, "I just 
guessed," or "I did it unconsciously."-^ Based on many such 
experiments, Sperry concluded that each half of the brain 
has its own separate train of conscious thought and its own 
memories, and even more importantly, that each hemisphere 
thinks in fundamentally different ways: the left hemisphere 
in words, the right directly in sensory images. According 
to Sperry: 
It is widely recognized that the left hemisphere is pri¬ 
marily verbal, logical and sequential. The right hemis¬ 
phere is viewed as more intuitive and emotional, spe¬ 
cializing in visual-spacial problem-solving and other 
situations in which a single holistic impression or 
mental image is worth a thousand words.3° 
Studies on normal people whose corpus callosum is in¬ 
tact have yielded findings similar to those which resulted 
from studies on subjects with a severed corpus callosum. In 
an experiment cited by Thomas Blakeslee, contemporary 
author, it was found that: 
If words were projected briefly on the left and right 
side of a screen, they were correctly recognized about 
twice as often on the right (by the word-oriented left- 
brain). Faces produced the opposite result, with almost 
twice as many correct identifications when they were 
flashed on the left.39 
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Similar results were found in the realm of hearing. In the 
dichotic listening test when words were transmitted simul¬ 
taneously by both ears most words were heard by the right 
ear, demonstrating a left-hemispheric preference. When the 
same test used natural or musical sounds the left ear had 
the advantage. ® The right-brain has a clear propensity for 
the non-verbal. 
Brain research has not stopped with the discovery of 
hemispheric specialization. In 1977, Paul MacLean, Chief of 
the Laboratory of Brain Evolution and Behavior at the Na¬ 
tional Institute of Mental Health, brought forth a Triune 
Brain Model which further categorizes the brain into rep¬ 
tilian, mammalian, and neo-cortex. The hemispheric studies 
which have been discussed would be located in the neo-cortex 
of MacLean’s model. This is the seat of rational and intui¬ 
tive thinking; the mammalian or limbic brain is the seat of 
emotional thinking; and the reptilian or primal brain is the 
seat of physical behavior and is concerned with survival. 
When one speaks of the brain in this model, it must be remem¬ 
bered that there are three different aspects which could be 
further subdivided into left and right hemispheres. Each 
part is connected to, although largely uncoordinated with, 
every other part.^^ Although this Triune Brain Theory in¬ 
vites educators to a new recognition of these different 
aspects of the human being, further discussion of this model 
would be outside the stated aims of this study. For the 
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purposes of this discussion the Triune Brain Theory has been 
mentioned in order to demonstrate that brain research has 
not stopped with the findings of hemispheric specialization. 
Furthermore, one should beware of oversimplifying the 
findings of hemispheric specialization. Joseph Bogen, a 
Clinical Professor of Neurosurgery at U.S.C. School of Medi¬ 
cine, suggests that, "the difference between the two hemi¬ 
spheres is not so much content specific (i.e., language in 
the left and spatial tasks in the right) as it is process- 
specific, resulting in the availability of two different 
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conceptual styles." Bogen characterizes these two proc¬ 
esses as "splitting" and "lumping." The left hemisphere 
splits the world into bits, into clearly defined parts, and 
it processes these parts one-at-a-time, giving rise to logi¬ 
cal thinking. By contrast, the right hemisphere lumps the 
world into patterned wholes, by bringing things into rela¬ 
tionship with one another, and it processes information all- 
at-once, giving rise to the work of intuitive understanding. 
Thus far a brief history of split-brain studies has 
been considered. In light of the research which has been 
described, what lessons can be learned which will help to 
shape current educational policy? 
A summary glance at the history of public education 
presents us with a picture of partiality towards left-brain 
functions. Society considers activities generated by the 
left hemisphere, such as writing, analytic thinking and 
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ordering of objects or symbols in sequence, to be basic, 
whereas the ability to draw, paint, create music and visual¬ 
ize spatial relationships are all viewed as "extras"--extra- 
curricular activities. They are a nice addition, a kind of 
enrichment, after the basics which are crucial to the educa¬ 
tive process are taken care of. 
In the sciences, the time-honored priorities given to 
left-brain functions have held the dominant role. Since the 
beginning of modern science the concept of time, for 
example, has been seen according to the left hemispheric 
mode. Robert Samples, a humanist psychologist and educator, 
has observed that time is perceived as linear and fragmented 
but as such is an abstraction, an arbitrary unit with a 
beginning and an end which has been cut out of the larger 
right-brain perception of time as occurring in cycles. 
Cyclic time, on the other hand, is the image which best 
measures nature’s rhythms: birth and death, day and night, 
phases of the moon, and the seasons of the year. Fishermen 
"know” tides and weather, farmers "know" wind and seasons. 
These people are close to nature which they intuit with 
their right-brain functions. Samples further claims that 
although fragments taken from a whole are more manageable, 
easier to study and verify, after a while they are taken to 
be objectively true and all-encompassing in their own 
43 
right. 
Cutting out parts of a whole for study has been valu- 
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able for the development of the so-called scientific method. 
Modern science has grown tremendously by applying reduc¬ 
tionist strategies to the nature of the universe. Finer and 
finer methods of perception have been developed, more power¬ 
ful microscopes, telescopes and units of measurement have 
been created. The philosophy of science has become "reduce 
and know all." (If your method of perception is powerful 
enough, there is nothing, in fact, that you cannot know.) 
Then, in 1927, came Werner Heisenberg and the uncertainty 
principle which called into question the reductionist 
philosophy for the science of physics. Suddenly, the right- 
brain way of seeing in physics acquired a legitimacy of its 
own; the uncertainty principle appeared to successfully ac¬ 
count for "reality" in a fundamentally different manner, a 
manner which has come to be called "holistic." 
When one takes a look at our current educational 
philosophy, one can see that the reductionist myth is still 
in place and is in many instances gaining support. The 
equivalent of the undertainty principle in education has not 
been experienced as yet. Educators are still working with a 
model of education which says that if a subject can be sub¬ 
divided far enough and if diagnostic tests can be more 
finely tuned, then there is nothing that will remain un- 
teachable. The criteria for determining whether or not 
these ends are being accomplished are more and more stand- 
dardized tests, and so the circular reasoning continues. 
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Teacher accountability in the public school system to¬ 
day is most often measured by how well children do on perio¬ 
dic standardized tests. This creates a strong temptation to 
teach to the test," instead of fostering a more spontaneous 
open-ended flow of creative ideas, insights, and research 
projects. In some school districts, administrators' sala¬ 
ries (including that of the Superintendent of Schools) 
depend upon how well students perform on standardized tests. 
These scores are used to determine how much of an annual pay 
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raise, if any, an administractor deserves. 
At the early elementary school level, a system of 
management by objectives breaks down each subject into 
skills and sub-skills and is usually contracted out to each 
student as his/her responsibility in an agreed upon time- 
frame. In this approach, objectives are well defined and 
easily measured. Of course, what is being tested is only a 
part of what a whole person knows. The more subtle and less 
easily measured right-brain abilities are ignored. 
There seldom seems to be any acknowledgement that a 
person is more than his/her future job potential or current 
test ratings. The thought that a child comes into this 
world with either an open-ended destiny or with a task to 
find and accomplish gets little practical support in our 
public system, although most people would privately wish 
this for their own child. Some will argue that it is not the 
task of education to help young people find/create their 
destiny in this larger sense. Could education then at least 
do its job so as not to hinder an individual's aspirations? 
For example by terming art a "frill" or simply a "fun" ac¬ 
tivity, children who aspire to be artists may not choose to 
do so because school did not take art seriously enough. 
These issues of educational philosophy have recently 
had light shed on them by the split-brain research which 
have been discussed. Joseph Bogen, a pioneer in this field 
whose work was alluded to above, has commented that: 
To the extent that our society has overemphasized ana¬ 
lytic left-hemisphere skills at the expense of the in¬ 
tuitive right-hemisphere, much more is involved than the 
adjustment of difficulties of isolated individuals. It 
appears that whole generations of students are being ed¬ 
ucated lopsidedly.^5 
Dr. David Galin, Neurophysiologist at the University of 
California, has pointed to the political and social implica¬ 
tions of these findings in noting that whole generations of 
students have preferences for one hemispheric mode over 
another based upon their social and economic backgrounds. 
The culturally acceptable left-brain way of perceiving 
reality is the preferred cognitive style of the middle class 
while the urban poor are more likely to favor the right- 
brain intuitive mode. Since all standardized testing is 
done in the analytic mode, the opportunities for advancement 
in our system naturally accrue to the middle class. 6 The 
current cry to return to the basics is not basic enough. 
This call is advocating doing more of the same and is not 
rooted in the understanding that nothing is more basic than 
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thinking, and that in a balanced curriculum both ways of 
thinking are essential. Galin, further elucidates the 
strengths of both cognitive styles and the necessity for 
integration. 
The verbal-analytic style is extremely efficient for 
dealing with the object world. Our modern technology, 
standard of living, and scientific achievements depend 
heavily on highly developed linear, analytic methods. 
The intuitive mode of informatioh processing is good for 
bridging gaps; we can perceive a pattern even when some 
of the pieces are missing. In contrast, a logical se¬ 
quential mode cannot skip over gaps. In this imperfect 
world, since we are usually trying to operate with 
incomplete information, we very badly need to have a 
capacity to perceive general patterns and jump across 
gaps in present knowledge...The analytic and intuitive 
modes are complementary; each provides a dimension which 
the other lacks. Artists, scientists, and mathemati¬ 
cians writing about their own creativity, report that 
their work is based on a smooth integration of both 
modes.^ 
If creativity is to be developed each mode must be 
honored without being ranked. Either way of knowing must be 
able to come forth with regard to the task at hand, and each 
must be able to support the other. When an apple fell near 
Isaac Newton in the early part of the seventeenth century, 
he ’’knew" that the same force that drew the apple to earth 
also kept the moon in its orbit, and that gravitation was 
universal. Later he developed a branch of mathematics (dif¬ 
ferential calculus) to verify his conclusions and establish 
their accuracy. 
Robert Samples, mentioned above, studied children to 
see what strategies they used to solve open-ended science 
He observed them operating through a learning problems. 
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sequence until they were finished with a problem. The 
content areas were physics, natural science, and astronomy. 
All the children engaged in play at the beginning of the 
session. Samples mapped the excursions of the students into 
work-play areas. Work was defined as that activity which 
lacked these components. Samples found that the students 
began with play. Then they would shift to right-handed 
rational knowing. The students then became saturated with 
rational discourse, gathered their newfound data, and re¬ 
turned to metaphoric play. Back and forth the pattern 
developed. About two-thirds of the way through a problem, 
right-handed knowing began to dominate. In total time 
spent, the children were more metaphoric at first and more 
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rational near the end. 
Split-brain researchers have shown that one hemisphere 
or the other comes forward depending on which "feels more 
strongly" about an answer.^ The frightening thing is that 
this complementary balance is so delicate. If the nonverbal 
mind is ignored, it participates less, learns less, and 
becomes less able to contribute. What starts out as a 
slight disadvantage gradually develops into a larger 
difference in confidence and ability. As time goes by under 
these conditions, there is less choice as to the appro¬ 
priateness of a solution. 
The above survey of attitudes in education is not meant 
to champion one preference for another. If there is to be 
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any advocacy in this paper, it is advocacy of integration. 
Art activities may have just this capability to integrate 
both modes of thinking. Visual and tactile artistic ap¬ 
proaches to K-3 content areas form a natural bridge between 
the image-oriented right brain and the sequentially-oriented 
left-brain. Many of our greatest achievements in science 
and art have begun with a picture in the mind’s eye which was 
later developed more fully by the logical capacity. Intro¬ 
ducing master paintings in grades K-3 may be an effective 
way of introducing images to children which they can then 
work with and develop in a personal way. 
Ruth Strang, P.E. Vernon, and Elliot Eisner have pre¬ 
sented cases for supplementing quantitative objective-type 
tests with right-brain assessments that required creativity, 
innovative thought, and inventiveness. Elliot Eisner wrote 
that schools themselves were overly technical in content as 
well as in form, especially in the early primary grades 
where a child’s educational journey begins. That is, 
curriculum and instruction are ’’input” and test results are 
’’output.” Teachers work in an atmosphere where parents of 
students, and society in general, demand high scores on 
standardized achievement tests. There a temptation to em¬ 
ploy whatever methods are most conducive to eliciting the 
highest scores. Thus, tests no longer simply describe stu¬ 
dent performance, they also prescribe teaching methodolo¬ 
gies.^^ Perhaps test scores mentioned in the April, 1983 
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Bell Commission Report declined because quantitative test 
scores were one-sided (left-brain oriented); maybe declining 
test scores hinted that methods used in public education 
were unnaturally imbalanced. Eisner suggests that qualita¬ 
tive artistic methodologies are neglected--causing frustra¬ 
tion to creative teachers and students. 
Schools should provide both creative students and 
creative teachers with opportunities to demonstrate their 
creativity. Teachers who moved beyond stereotypic teaching 
styles and incorporated innovation into instruction should 
have been supported and recognized for their efforts in 
keeping teaching and learning alive, rather than ridiculed 
and chastised for non-conformity. In The Aquarian Conspi¬ 
racy , Marilyn Ferguson wrote that teachers with healthy vi¬ 
sions, who would like to grow and bring about positive 
change often find themselves "in peaceful struggle” within 
the system of education. These heroes of education, trying 
to transcend limiting left-brain structures, find their ef¬ 
forts too often thwarted by peers, administrators, and 
parents.^ To emphasize academic programs of noncreative 
activities is detrimental for teachers and students who 
thrive on the challenge of keeping creativity alice. In 
Guiding Creative Talent, E. Paul Torrance supported a neces¬ 
sity to identify creative talent and to study the forces 
which impinged its development. 
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In examining a large number of definitions of creativity 
and creative thinking, it was observed that almost all of 
them involved the production of something new or original 
a. result of a process of sensing some kind of 
deficiency, formulating ideas or hypotheses concerning 
them, testing these hypotheses, and communicating the re¬ 
sults.52 
Statements like the preceding one by Torrance helped justify 
this study as an initial production resulting from the 
author’s sensing a kind of creative deficiency in teaching 
and learning at the early primary grades regarding method¬ 
ology. It was hypothesized then, that other K-3 teachers and 
leading researchers in the field must have also sensed this 
confinement. Personal teaching experiences, discussions with 
fellow K-3 staff and a review of educational literature gave 
rise to the initial ideas for A+C=B. Thus, ideas were 
formulated to create lessons involving a variety of stimuli, 
materials, and processes which artistically introduced, re¬ 
inforced, and enriched content area concepts and skills. The 
author agreed with the belief of Torrance, Myers, and Eisner 
that an overemphasis on traditional academic teaching and 
learning strategies combined with a push towards conformity 
is more stifling than enriching, especially for students and 
teachers who are artistic. 
Elliot Eisner found that aspects of inquiry and orig¬ 
inal expression were often ignored. Pupils were kept busy 
finding acceptable solutions to solvable problems for which 
answers had already been formulated. Personal choice, self- 
discovery, and inventiveness were in danger of becoming 
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tinct. However, Torrance and Myers suggested that through 
creative writing exercises and art activities, K-3 teachers 
as well as their students "are finding delight" in the op¬ 
portunity to manifest creative expression. History illumi¬ 
nates, in spite of a general atmosphere of confinement, or 
"holding back operations," which always seem to be present, 
there have always been examples of great thinkers and doers 
of outstanding creative achievements.^ Educators and 
students should have the opportunity to be creative as well. 
Arithmetic is one subject area that students confront 
in early elementary school which is characterized by an 
intensely rule-governed structure. Simple arithmetic 
problems, for example, dictate that youngsters know the ope¬ 
rations of addition and subtraction and precisely how to ap¬ 
ply the operations to numbers. In order to be correct in 
mathematics, students must understand the right way to per¬ 
form a given operation. When in doubt, pupils may solve a 
particular math problem by performing the appropriate ope¬ 
ration. To learn such computational skills is essential; 
much too often, however, as stated by Steven Leinwand, 
Mathematics Consultant for the Connecticut State Department 
of Education, "Instructional methods of math programs are un¬ 
inspiring, repetitive, rote-memory regurgitation. In order 
for kids to really master math, they must have a gut, intui¬ 
tive feel for numbers. Certain math concepts can only be 
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understood through doing, feeling, experiencing, and 
cc 
touching. 
During her teaching career, the author found that ele¬ 
mentary teachers who did not like mathematics taught it 
less; teachers who were not particularly fond of science 
spent less time on that subject as well. In The Process of 
Education, Jerome Bruner stated, "The teacher is not only a 
communicator but a model. Somebody who does not see 
anything beautiful or powerful about mathematics is not 
likely to ignite others with a sense of the intrinsic ex- 
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citement of the subject.nJ Perhaps some of the lessons 
included in A+C=B will add a new way of seeing something 
beautiful in the teaching of math and science skills. The 
introduction of a favorite painting into a dry counting 
lesson may add a new dimension of beauty to mathematics. 
Here the level of teaching and learning in the early primary 
grades can be upgraded. When a piece of master artwork is 
beautifully incorporated into a K-3 lesson, students' intui¬ 
tive and aesthetic senses are brought into light. 
In kindergarten and first grade counting skills typi¬ 
cally have been taught through math manipulatives and work¬ 
sheets. Through the use of master art kindergarten and 
first grade teachers can reinforce "counting" in a manner 
that goes beyond both manipulatives and paper/pencil tasks. 
For example, the following ten prints can be displayed in a 
tyle that emulates an art gallery. primary classroom in a s 
51 
The objective of the lesson is to review the concept of 
number, in numerals 1 to 10, therefore, ten prints are 
required. The directed task is to have students count the 
number of people in each painting. Note, "people" are what 
students are counting, however, the lesson can be extended 
to other subjects, such as fruit in still life paintings, 
boats in seascapes, etc. 
32. "L'Infante Marguerite" 
Diego Velazquez 
33. "The Lovers" 
Pablo Picasso 
52 
3^. "The Gleaners” 
Jean Millet 
36. ’’Interior and Landscape" 
Utagawa Toyoharu 
35. "Interior with People" 
Pieter De Hooch 
37. "Saltirabanques" 
Pablo Picasso 
38. "Young Card Players" 
Antoine and Louis Le Nain 
53 
39. "Harvest Scene" 
Paul Gaugin 
40. "Presentation in the 
Temple" 
Hans Memling 
41. "Bare Knuckles" 
George Hayes 
(count men inside ring) 
"Sideboard," by Henri Matisse sets a simple stage from 
which an addition problem can be written. For example: One 
peach on the cloth and four peaches on the plate yield five 
peaches altogether. Numerically written, the correct 
response would be 1 + 4 = 5. Here, a master painting can be 
used to check whether or not children can compose number 
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sentences from a visual image. This is a solid break from 
quantitative test questions administered on black and white 
worksheets. 
Over the last three 
years, master art has been 
featured in educational 
magazines such as Instruc¬ 
tor , Science and Children, 
and Art Education, as a 
means to integrate art 
with other disciplines. A 
sample of one such article 
in the October, 1985 issue 
of School Arts is discussed later in this chapter. Such ar¬ 
ticles suggest specific learning activities to: (1) provide 
children with opportunities to make choices and express 
opinions about what they like and do not like, (2) learn 
about both natural and man-made environments, (3) expose 
youngsters to different periods and occurrences in history, 
(4) provide topics for creative writing activities, (5) pro¬ 
vide teachers with innovation. 
In creating a piece of art, there is not merely one 
correct solution to an artistic problem; there may be 
several—unlike in math or spelling. When young children 
learn to spell, they soon realize that there is a correct 
42. "Sideboard" 
Henri Matisse 
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and an incorrect way to systematize letters in order to pro¬ 
duce a given word. On a spelling test, or in a simple 
paragraph, words are spelled either correctly or incor¬ 
rectly. Likewise, in punctuation, there is a right way and 
a wrong way to evaluate sentences which youngsters are asked 
to inscribe. When young children first learn to write, they 
are asked to copy a model sentence from a chalkboard or 
worksheet in order to practice writing letters properly. 
Similarly, in early reading comprehension there are suitable 
and unsuitable interpretations of sentences and paragraphs 
which students are asked to read. In simple terms, most of 
the academic activities that youngsters encounter are 
steered by a rule-governed system of right and wrong answers 
which offers little room for personal interpretation; right 
and wrong answers, then, are part of the stock of informa¬ 
tion that primary school students are asked to inter¬ 
nalize.^^ What does this mean for children in the early 
primary grades? What does it mean to have schools where 
fidelity to rules is a prevalent song? Is a hidden agenda of 
schools today to create a community of rule-followers and 
quantitative test-takers who maintain the highest scores 
possible by yielding correct black-and-white answers in a 
short time allotment? Educators must remember that 
youngsters do not merely learn what they are taught; they 
58 learn covert lessons as well. 
When well-planned visual and tactile artistic tasks 
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are incorporated into the academic curricular areas of the 
early primary grades, right brain skills are given a well- 
deserved place. What can be learned from using master art¬ 
work to teach content area skills in the early primary 
grades? Their use is a helpful method for harmonizing a 
child's thinking by bringing forth right-brain aspects of 
thinking and problem solving through visual imagery. Al¬ 
though we are separated from past events or periods in his¬ 
tory by time, a glance at a 19th century French painting, or 
an early Egyptian etching allows them to be recreated in a 
visually comprehensible way. An historical tradition may be 
unfamiliar, but certain paintings themselves often seem to 
elicit familiar feelings. Could this be because the way 
paintings are interpreted very much includes intuitive 
thinking? Although in the centuries following the triumph 
of scientific methodology and the industrial revolution hu¬ 
manity may have forgotten its nonverbal self, humanity has 
not been forgotten by it. Art continues to flourish. Per¬ 
haps learning is partially mimetic and partially cogni¬ 
tive.59 If this is true, then the path forward towards 
holism in early childhood education must begin with an ac¬ 
knowledgement of the vital right hemispheric functions, and 
not an overdependency on a highly structured rule-governed 
left-brain educational system. 
To counterbalance education's rule-governed founda¬ 
tion and society's techno-thrust, visual and tactile ar- 
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tistic approaches are currently considered valuable basics of 
classroom instruction rather than frills. A recent survey 
commissioned by the J. Paul Getty Center for Education found 
several school districts which encourage their teachers to 
implement art into basic academic instruction in order to 
develop important skill areas.^ In the process of creating 
a piece of art, an artist must resort to personal judgement, 
an invaluable human intellectual capacity. This capacity 
must be nurtured in order for it to develop. Judgement is 
exercised when artists plan a painting and choose their 
media; slight or delicate variations in tone, color, and 
brush strokes must be considered. Throughout the process of 
creating a piece of art, an artist must weigh trade-offs 
among a variety of choices of action. Such skills portray 
the mind during the act of creating, and are also the exact 
facilities that constitute complex decision making of life. 
Problems that arise in life's tasks cannot be solved as 
though they were as simple as computing an arithmetic fact; 
perplexing dilemmas in life often cannot "be treated by algo- 
f) 1 
rithms and verified by proofs." Curricula that only teach 
children that every problem which confronts them can be dealt 
with in a "correct" way, do young students a grave injustice. 
The nurturance of judgment and the fostering of the cap¬ 
ability to be "flexibly purposive" occur for students when 
teachers provide activities in which these skills are exer¬ 
cised . 
58 
Effective instruction that incorporates visual and 
tactile approaches cultivates another component of intel¬ 
lectual development: the sharpening of the senses. For too 
long, wrote Elliot Eisner, philosophers and educators have 
divorced thinking from feeling, thought from emotion, and 
cognitive from affective. Eisner viewed this separation as a 
mistake: 
The eye is part of the mind, and the ability to read the 
qualitative world in which we live is the major avenue 
through which those forms we call thoughts are con¬ 
structed. All thinking requires a content, and that 
content emanates from our contact with the world. It is 
our sensory system that first provides the "material" we 
experience, reflect upon, and eventually manipu¬ 
late. . . . When our sensibilities are dulled or ill- 
developed, the content for reflection and imagination is 
itself limited. ... To learn to see and to hear is to 
achieve a realization of some aspect of the world.62 
K-3 teachers are generally presented with social 
studies texts, manuals, and enrichment suggestions to help 
children understand their world. Masterpieces of art can 
also be added to a teacher’s collection of tools that sharpen 
understanding of the world in which we live. Subtle 
qualities of nature as well as human accomplishments are 
vividly presented in stable artistic forms. Although a child 
may never visit a large city, geometric architecture of a 
metropolis can be experienced in looking at a painting 
depicting sky scrapers and busy streets. The richness of a 
yellow cornfield is exemplified in Vincent van Gogh’s, 
"Cornfield with Cypresses." Here, a city-dweller who has 
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never left his or her urban home area, is able to view an 
open, untouched by architecture, 
43. ’’Cornfield with Cypresses" 
Vincent van Gogh 
piece of land. 
Through talent and 
the power of line, art¬ 
ists can shape the view¬ 
er’s feelings; the 
aesthetic pieces by Pablo 
Picasso, Jackson Pollock, 
Roy Lichtenstein, Amedeo 
Modigliani, and Jasper 
Johns exemplify how the 
power of line gives rise 
to human feeling. 
44. ’’Mother and Child" 
Pablo Picasso 
45. "Femm an Chapeau" 
Roy Lichtenstein 
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48. "Composition" 
Jackson Pollock 
49. "Mural" 
Jackson Pollock 
61 
50. "Portrait of a Woman" 
Pablo Picasso 
In his article "Looking/Learning: The Starry Night" 
from the October, 1985 issue of School Arts, Jerome Hausman 
asked: 
Who has not looked at the sky, wide and still or low and 
threatening, and wondered where it ends, what it is made 
of? Who has not imagined the sky as an ocean and our¬ 
selves at the bottom of that ocean, looking up? The sky 
is a wilderness, subject to continuous change. It has 
inspired the human imagination for thousands of years, 
prompting the creation of drawings, paintings, poems and 
dances as well as the construction of monuments, air¬ 
planes and rockets.°3 
Dramatic renderings of skies can be powerful learning tools 
in the classroom, especially during these times when science 
curricula dictate extensive study of Halley's comet, astrol¬ 
ogy, and outer space travel. Museums have been built to 
display art, praised as one of the highest of human accom¬ 
plishment. Yet many schools remain barren of such beauty. 
With regards to technique and content, art exemplifies some 
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of humankind's greatest work, which surely should have a 
place in education. School Arts magazine has advocated the 
use of master art in the classroom over the past few years. 
For example, in the October, 1985 issue, Jerome J. Hausman 
suggested that by looking carefully at "The Starry Night," 
by Vincent van Gogh, students can look beyond the reality of 
their classrooms and into the night sky. For the second or 
third grade teacher wishing to use "The Starry Night" as a 
resource for learning there are many possibilities. Hausman 
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suggests only a few. 
1. Discuss with children 
what it would be like 
to live in the sky. 
2. How are distances be¬ 
tween cities on earth 
different from dis¬ 
tances between stars 
and planets. 
3. Discuss spacecrafts of 
different spaceflights. 
4. Explore with students what space is made of. 
5. Discuss why stars are not as easily accessible as places 
on the earth. 
6. What do living things need to survive on earth? What 
adjustments must be made to survive in space? Would it 
be possible to live on the moon? 
51. "The Starry Night" 
Vincent van Gogh 
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7. Ask students to keep a record of what changes take place 
in the sky during a given day. Here, paintings by John 
Constable and J.M.W. Turner like those below, can be 
brought in to compare and contrast differences in the 
sky. 
52. "Weymouth Bay" 
John Constable 
54. 
53- "Rockets and Blue Lights" 
J.M.W. Turner 
! 
"In the Mountains" 
Albert Bierstadt 
55. "View of Toledo" 
El Greco 
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8. Ancient peoples, in awe of the sky, often gave planets 
and stars divine attributes. Such drawings were among 
the earliest known images created during the Bronze Age. 
Sun symbols from the Babylonian era can be used in an 
introductory lesson on astrology. 
9. A collection of paintings depicting celestial bodies, 
changes in the sky, etc. can be used as a basis for 
discussing man's thinking during different periods in 
history. 
10. Have children create a mural showing changes in the sky- 
from a morning sky, to an afternoon rendering, to a 
night sky. 
Science is the story 
of humankind's attempt to 
live with and understand 
the natural world. Over 
the centuries artists have 
captured changes in nature 
on canvas. The paintings 
below exhibit environ¬ 
mental traits of the four seasons. "The Traveller," by 
Pierre Ano depicts the cold and snow of winter. "Landscape 
at Arles: The Orchard," by Vincent van Gogh displays 
spring's white apple blossoms. "Bathing at Asnieres," by 
Georges Seurat exhibits bathers on a warm summer afternoon. 
56. "Buffalo Trail" 
Albert Bierstadt 
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"Water Gap," by Louis Eilshemius presents autumn's golden 
and amber leaves. 
60. "Water Gap" 
Louis Eilshemius 
57. "The Traveller" 
Ino Pierre 
58. "Landscape at Arles: The 
Orchard" 
Vincent van Gogh 
59. "Bathing at Asnieres" 
Georges Seurat 
Without administering a quantitative test, kindergarten and 
first grade students can demonstrate their understanding of 
seasonal changes by verbalizing how they knew which season 
each painting represented. 
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It is well to remember that social studies is, in a 
sense, already a painting--humanity’s ongoing mural of its 
history from prehistoric caves to modern times. Just as 
children are interested in the history of their own family, 
going back to great-grandparents if possible, so too can a 
backwards voyage be taken into the collective past when 
master paintings are viewed. The five prints which follow 
offer youngsters a glimpse of what some kitchens were like 
during earlier times. 
61. "In the Kitchen" 
Tsuguharu Foujita 
When these particular prints were incorporated into a social 
studies lesson with the author's first grade students, 
children were eager to discuss similarities and differences 
in these paintings. They also compared these kitchen scenes 
with what happens in their own at home. 
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63. "Old Woman Praying" 
Nicholas Maes 
64. "Milkmaid" 
Johannes Vermeer 
65. "The Domino Players" 
Horace Pippin 
Figure 1 illustrates the central position art can take 
in a K-3 academic arena when artistic strategies are em¬ 
ployed to teach specific K-3 skills and concepts listed un¬ 
der basic content areas in Figure 1. Concepts listed under 
each discipline below represent some of those integrated 
into the K-3 teacher training session that was part of this 
study. 
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In Visual Thinking, Rudolf Arnheim explained that art 
is often neglected in schools because educators and adminis¬ 
trators believe art is based on perception--not thought. 
Arnheim argued, however, that not only is perception an 
essential component of cognition--without it, "productive 
thinking is impossible in any field of endeavor." In 
Visual Thinking, a convincing case is made for visual 
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imagery and integrating art in the K-3 classroom. 
Arnheim contended that cognitive operations are essen¬ 
tial ingredients of perception; these include: exploration, 
choice, analysis, abstraction, simplification, comparison, 
correction, and problem solving. Such cognitive operations 
are called into thinking, even at the early primary level. 
By cognitive, Arnheim meant, "all mental operations involved 
in the receiving, storing and processing of information: 
sensory perception, memory, thinking, learning."66 
According to Arnheim, visual perception was active visual 
thinking, not merely passive reception of what the eye takes 
in. Observation and discussion of master paintings can help 
youngsters develop visual perception. Perhaps by providing 
visual learning opportunities in which students observe, 
analyze, and discuss their world, teachers fulfill one of 
education's fundamental objectives: to develop a deep un¬ 
derstanding of the world in which we live. 
According to a position paper prepared by George E. 
Trogler, President of the Art Educators Association of New 
Jersey, and presented at an art convention in the fall of 
1985, Art educators of New Jersey agree that: 
The future of our nation depends on our ability to 
create and to be creative. During the coming decades 
our most natural resources will be human resources. If 
our nation is to continue to meet the challenges of the 
future, today's schools need to develop creative leaders 
and that's one of the most important reasons that the 
arts are a vital part of our children’s education.°7 
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By stimulating creativity in problem solving, young students 
are challenged to broaden perceptions by looking at the 
world in new ways. By taking a look at several paintings on 
the same topic by different artists, students are exposed to 
a variety of styles and different points of view. Respect 
for human differences is essential as children face their 
future. By reviewing art through the ages, students can 
better understand history of mankind pictorially. Trogler 
suggests: 
If art is to move from the sidelines of instruction to a 
more central place in a balanced school curriculum, its 
content needs to be expanded to include attention...not 
only to children’s artistic creations, but also to their 
ability to draw facts and inferences about the cultural 
and historical contexts for art and to analyze and in¬ 
terpret the powerful ideas that art communicates.68 
To teach children content area skills and concepts 
through their own creative efforts challenges both the stu¬ 
dents' as well as their teacher's imagination and clarity of 
thought. In his recent article in Science and Children, 
Rodger Bybee describes creativity as being somewhat similar 
to a scientific methodology: 
Creativity is...an internal process made up of puzzle¬ 
ment about something, thought about the problem, an in¬ 
cubation period, illumination,,and finally verification 
or refutation of the solution. 
This process then yields a product, whether it be a new 
idea, a painting or a story. A creative act needs reference 
to an object or a concept; this gives the creative process 
its direction whose result is an object, an idea or even an 
unspecified thought. Thus, thinking skills are involved in 
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creativity is one of the paradoxical issues in American edu¬ 
cation, it is valued and found confusing.^0 
It is valued, cherished, and recognized as an important 
goal. Yet in actual practice, creative potential is 
seldom actualized. In a time of concern for the basics, 
it is also important to consider children's creativity. 
Individual development is a basic goal of education. 
Much research on creativity supports a position that the 
creative process is an important part of each person.71 
Torrance and Myers suggest that certain conditions must 
exist within classrooms in order for creative growth to 
occur. The first step rests with the teacher, and that 
initial step involves courage—courage and confidence to 
provide activities of worth for respective students. Freedom 
from the threat of evaluation must also be established. Both 
qualitative and quantitative evaluation are often threatening 
and tend to narrow awareness in areas of experience. Thus, 
ability to think beyond the obvious, or to think creatively 
is then stifled. A third point is that divergent thinking 
must be accepted. Teachers must make room in their daily 
curricula for student respondents to think divergently—to 
produce original and innovative ideas. In this way creative 
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inventiveness of both teachers and students is kept alive. 
The teacher who teaches creatively and facilitates crea¬ 
tive learning among his pupils cannot find his security 
in a textbook, in dominating the classroom, in being all¬ 
knowing, or in having a quiet class and a neat orderly 
classroom. He must be willing to find his security in 
indications that his pupils are interested and deeply in¬ 
volved in learning and are excited about school. He must 
find security in his ever-emerging invention—'his way of 
teaching,' his unique invention.73 
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How does a teacher arrive at a unique invention of teaching 
strategies in order to accomplish goals creatively? Tor¬ 
rance and Myers write that as teachers succeed and/or fail, 
deficiencies in techniques and strategies are surfaced. 
Past experiences are drawn upon as the search for better 
teaching approaches continues. Teachers read about scien¬ 
tifically developed principles, attend teacher training ses¬ 
sions or staff development workshops to enrich their daily 
routine. In doing this creative vision is broadened; the 
repertoire of teaching strategies grows and as new ideas are 
tried, hypotheses are formulated concerning new method¬ 
ologies. These hypotheses are tested and modified and often 
shared with fellow staff members. Through study, creativ¬ 
ity, and trial and error a personal teaching style 
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evolves.' A+C=B drew from its author’s own teaching ex¬ 
periences to develop a basic curriculum which K-3 teachers 
can add to their repertoire of creative teaching techniques. 
Although it is impossible to adhere strictly to some¬ 
one else’s formula for teaching creatively, another's 
experience can be woven into a new combination which meets 
the needs and abilities of' the class, and is in harmony with 
the needs and abilities of the teacher. The teacher 
training session involved in A+C=B attempted to provide par¬ 
ticipating teachers with innovative artistic methods to 
teach K-3 content areas. 
Table I on the following pages attempts to relate the 
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findings of several research psychologists to some specifics 
of creativity and art activities which allow those specifics 
to develop. According to Charles D. Gaitskell and A1 
Hurwitz, one of the main objectives of art in education today 
is nto assist in the intellectual, emotional, and social 
growth of the learner according to his needs and capa¬ 
cities. 
Although Table I is used as a hand-out in the teacher 
training in-service, as Manuel Barkan suggests, "there is no 
substitute for your own involvement in making works of art, 
accompanied by your own looking at the works others have 
created." Thus, although the teacher/participants will be 
informed of the findings of scholars regarding art in 
education, it is the actual experiencing of each artistic 
approach to a given skill that will allow them to understand 
what their students will learn by integrating art into aca¬ 
demics. "How to do" a given artistic approach does not 
merely come from directions printed on a given sheet, rather, 
real understanding comes from direct personal experiences 
with each activity;77 the justification of incorporating art 
in the classroom comes from the findings of experts in the 
field. Master art used in this study are meant to provide 
teacher/participants with some personal experiences with 
using such prints to teach content area skills and concepts 
in grades K-3. 
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TABLE I 
HOW ART MAY BE RELATED TO CHARACTERISTICS OF CREATIVITY AND 
SPECIFIC LEARNING ACTIVITIES 
Attributes of 
Researcher Creative Behavior 
Art Learning 
Activity 
J.P. Guilford "The thinking of unusually 
creative people is charac¬ 
terized by: 
(1) Flexibility. The abil¬ 
ity to adapt, redefine, re¬ 
interpret, or take a new 
tack to reach a goal. Flex¬ 
ible thinking is demonstrated 
in tests of creativity when 
respondents suggest unusual 
uses for bricks and other 
common objects. 
(2) Fluency. The ease with 
which ideas are generated. 
Fluent thinking is demon¬ 
strated by the number of 
ideas suggested within a 
given period of time. 
(3) Elaboration. The degree 
of development of ideas. 
Elaborated thinking is dem¬ 
onstrated by the richness 
and complexity of detail 
shown in the performance 7g 
of verbal or visual tasks." 
The use of materials 
(rather than words) 
to find solutions to 
problems. 
Module design com¬ 
binations involving 
color switches and 
background changes. 
Combination of both 
activities above. 
Donald W. "Highly creative people are 
MacKinnon discerning, curious, recep¬ 
tive, reflective, and eager 
for experience. They make 
finer distinctions and seek 
deeper meanings than do less 
creative individuals. Ea¬ 
gerness for experience is 
a direct outcome of motiva¬ 
tional effectiveness . . • 
Because children en¬ 
joy art activities 
there is a general 
sense of eagerness 
to experience such 
acts of creation, 
to carry through 
the process as well 
as its visible com¬ 
pletion. 
Receptivity and curiousity 
are attitudes that cut 
across all ages."79 
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TABLE I (cont.) 
HOW ART MAY BE RELATED TO CHARACTERISTICS OF CREATIVITY AND 
SPECIFIC LEARNING ACTIVITIES 
Researcher 
Attributes of 
Creative Behavior 
Art Learning 
Activity 
Abraham H. 
Maslow 
"Secure children are apt to 
be spontaneous, natural, and 
uninhibited. The unknown, 
the mysterious, and the puz¬ 
zling are not very frighten¬ 
ing for such children; in¬ 
deed, they are often at¬ 
tracted to these qualities. 
They do not cling to the 
familiar."80 
Maintenance of sketch¬ 
books and Doodle Dia¬ 
ries, calligraphy, pre¬ 
liminary sketches for 
group murals all help 
develop spontaneity. 
Carl R. 
Rogers 
"A creative person is open 
to experience. He is alive 
to the possibilities of the 
moment and does not distort 
experience to make it con¬ 
sistent with predetermined 
concepts."81 
Openness to observa¬ 
tion, reaction, and 
appreciation of experi¬ 
encing fine art in gal¬ 
leries. 
Calvin W. 
Taylor 
"Creative people do not seek 
quick and easy solutions. 
They are able to resist pre¬ 
mature closure but have a 
strong need for ultimate 
closure."82 
Collage activities pro¬ 
vides opportunities for 
students to rearrange, 
discouraging settlement 
for the first easy so¬ 
lution. 
Lawrence 
Kubie 
"The creative person is 
capable of using free asso¬ 
ciation of the subconscious 
levels of operation as a 
basis for ideas that emerge 
’artistically' or free of 
stereotype."83 
Moving a crayon freely 
over paper yields com¬ 
plex spatial divisions. 
Thought and judgement 
are brought into play 
during design selec¬ 
tion. 
76 
TABLE I (cont.) 
HOW ART MAY BE RELATED TO CHARACTERISTICS OF CREATIVITY AND 
SPECIFIC LEARNING ACTIVITIES 
Attributes of 
Researcher Creative Behavior 
Art Learning 
Activity 
Graham "The creative process is a 
Wallas process with a beginning, a 
middle, and an end resulting in 
a new idea. The four stages 
of the creative process are: 
(1) Preparation. This first 
stage refers to early, deliber¬ 
ate attempts to discovering the 
answer to a particular problem. 
As the individual assembles and 
begins to ponder the ideas that 
are clearly relevant, the resi¬ 
due of all past experience is 
brought into play. If a satis¬ 
factory solution is not achieved 
immediately, the problem is set 
aside while the individual pur¬ 
sues other activities. 
(2) Incubation. This is the peri¬ 
od during which attention is not 
focused directly on the problem. 
It is a period of subliminal ab¬ 
sorption. 
(3) Illumination. It is at this 
stage, when the individual is 
working on another problem, engag¬ 
ing in physical activity, or just 
daydreaming, that the solution 
comes to him as if it were 'out of 
the blue.' The explanation for 
this phenomenon is that the sub¬ 
conscious mind remains at work un¬ 
til the solution is arrived at. It 
then notifies the conscious mind, 
whose attention has been directed 
elsewhere. 
(4) Verification. At this point 
the solution is tested to ensure 
that it works."84 
Spaceship Earth is a 
good example. Students 
are asked to design a 
spaceship large enough 
and equipped appropri¬ 
ately to meet the needs 
of a group of people 
for a six-month jour¬ 
ney. 
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TABLE I (cont.) 
HOW ART MAY BE RELATED TO CHARACTERISTICS OF CREATIVITY AND 
SPECIFIC LEARNING ACTIVITIES 
Attributes of 
Researcher Creative Behavior 
Art Learning 
Activity 
E. Paul 
Torrance 
"The creative person is at- Sketchbooks and Doodle 
tracted to the baffling, the Diaries, 
mysterious, and the difficult, 
and is independent in thought 
and judgment. In his stud¬ 
ies, Torrance also found that 
a creative person is question¬ 
ing, receptive to new ideas, 
constructive in criticism, 
energetic, willing to take 
risks, preoccupied with a 
problem, persistent, intuitive 
to the external world, and not 
afraid to regress."85 
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Modern scholars have realized, just as John Dewey did 
long ago, the reservoir of power found in art as a thera¬ 
peutic aid. A dissertation such as this, whose area of 
focus deals with art and its importance in education, should 
not neglect art therapy, a fairly new field. In the 
training session that makes up a large portion of this 
study, the work of Edith Kramer and Margaret Naumberg, two 
pioneers in the field of art therapy, were discussed. 
Art as a Therapeutic Process 
Although some scholars believe that emotional drives are 
a central force behind creative expression, others believe 
that it is the creative drive itself that is the basic 
source for accomplishing eventual self-actualization. For 
instance, H.I. Champernowne attributes unconscious ex¬ 
changes with ego functions as the fountainhead for creative 
energy; it is this drive for a manifest expression of an 
individual’s own identity which undergrids the creative 
o c 
experience..00 Edith Kramer recognizes that the ability to 
mediate inner drives and external experiences is indicative 
of emotional health, and suggests that artistic expression 
provides the "symbolic equivalents" for achieving this inte¬ 
gration.8^ Similarly, E. Paul Torrance looks at creative 
needs as providing the drive for constructive adaptations 
and adjustments to new situations. He describes these 
creative needs in children as having curiosity; meeting 
challenges; attempting difficult tasks; becoming completely 
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immersed in a task; being independent in judgment and con¬ 
victions; having sensitivity, intuition, and openness to ex¬ 
perience. These characteristics, he writes, are summated in 
the basic need "to be oneself."88 Could this be one of "the 
basics" that society continually urges education to return 
to? If so, creative art expression has great value as an 
educative tool, in such activities as Doodle Diaries, pre¬ 
cursors to written journals discussed in Chapter III of this 
dissertation. 
There are several significant interpretations of the 
ways art may be used in a therapeutic process. While art in 
clinical settings has produced psychoanalytic applications, 
art in educational settings has produced an emphasis on the 
integration of cognitive and emotional processes to enhance 
development, behavior, motivation, and learning. Carter and 
Miller theorize that, "art activities provide the incentive 
or motivation to learn. . . . and encourage the development 
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of perceptual awareness and manipulative skills." Child¬ 
ren then, should be afforded visual and tactile artistic 
opportunities as soon as they enter school. Williams and 
Wood suggest, 
Perhaps the trends of the seventies in the fields of 
education and behavior management have led us inadver¬ 
tently to underestimate critical elements in human emo¬ 
tional growth. While pursuing such contemporary acti¬ 
vities as goal directedness, on-task behaviors, rein¬ 
forcers, shaping, extinctions, and other such externally 
directed concepts, we may do well to reconsider care¬ 
fully the inner life forces at work in every child and 
to prepare experiences designed to tap into feelings, 
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creative needs, and cognitive structures that 
changing at each phase of a child’s development.90 are 
J.A. Rubin lists the benefits art can hold for child¬ 
ren : 
1. A means to explore and find pleasure in the environment 
2. A way to control and have mastery over something 
3* A means to experience success and achieve skill 
4. A means to ventilate and express feelings 
5. A way to organize and obtain order from confusion 
6. A means to experience 
7. A means to self-awareness and self-esteem 
8. A way to create 
9. A way to elaborate on the real world. 
It is in the experiential process that the therapeutic value 
of art lies. It is the child’s involvement and the imple¬ 
mentation of the artistic act itself which makes the art 
experience of value. 
In their drawings, children candidly express them¬ 
selves in ways which verbal communication and quantitative 
testing do not allow. For example, children are vulnerable 
to emotional upsets due to disruptions of family life, par¬ 
ticularly those involving separation or divorce. Such up¬ 
sets can cause academic and social behavioral changes. 
Children are often unable or afraid to talk about what is 
happening at home. Through drawing, paintings, or clay 
sculpting as a means of expression, feelings of anger, hurt, 
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and aggression can be expressed. Without opportunities to 
release such emotions through civil means, youngsters often 
act them out. Left unattended, this behavior may develop 
into discipline and learning difficulties. Once emotional 
disturbances are therapeutically "worked through" in the 
artistic process, hope for an emotionally stable and happy 
life can be realized. ^ Feelings of optimism and love on 
the part of the young child can be regained and soon ex¬ 
pressed. In art therapy, then, the artistic process 
provides an opportunity to share a problem; once it is ex¬ 
pressed and interpreted. As the artwork develops it is 
monitored through the help of a trained art therapist. The 
author would like to emphasize the word "trained" used in 
the previous sentence. Because art is such a powerful 
therapeutic tool, it should not be tampered with by an in¬ 
dividual who does not have training as a psychologist. The 
inner workings of a child's mind or emotional state must not 
be used as an experimental playground. The intent in this 
section is merely to alert the reader to the field of art 
therapy and not to suggest that classroom teachers use 
artistic approaches as therapy with their respective 
students. 
In her article, "Drawing Them Out," Nancy Garfinkel 
discusses the role of art therapists in school settings. 
First, a strong and trusting relationship must be estab¬ 
lished between therapist and patient. Secondly, a relaxed 
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atmosphere must be maintained to permit creative freedom. 
Thirdly, there should be a careful analysis of both the 
process (developing artistic method) and product (resulting 
artistic piece.) This is done consistently during each ses¬ 
sion of art therapy. As often as possible, the therapist 
should encourage the child’s own interpretation of a work, 
allowing the patient to observe the product, critically 
analyze it, and then verbally communicate what he/she has 
done. This is then followed with professional analysis by 
the art therapist who draws on a storehouse of research and 
experience. J The Clinical Application of Projective 
Drawings, by Emmanuel T. Hammer is a widely used handbook 
for art therapists. As a reference, this book translates 
meanings of projective sketches and offers case studies of 
Q4 
children with 'typical’’ problems. Although other 
investigations have been published to help interpret 
drawings, temptation to overanalyze, resulting in misleading 
diagnosis, must be resisted. 
Insightful scholars in the field of art therapy recog¬ 
nize the potential of creative inventiveness that lies with¬ 
in circles of crayon markings and water color strokes. One 
such scholar is Margaret Naumberg, a pioneer in the field; 
she believes that art activities release the unconscious 
mind and serve as food for the soul. Because art is a form 
of self-disclosure, she defends its usefulness in diagnosis 
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and therapy. Regarding artistic expression, Naumberg wrote, 
It is a way of stating mixed and poorly understood 
feelings in an attempt to bring them into clarity and 
order in the form of a composition. It is an impulse to 
express to the self and to communicate to others by 
means of a special language. . .95 
Edith Kramer believes that just as increased ego 
strength in one area leads to maturation, art therapy can 
bring about personality changes. If an emotional dis¬ 
turbance is caused by a traumatic event, symbolic expression 
in art media can assist a child to master the experience 
without psychotherapeutic intervention. Kramer believes, 
however, that art therapy alone does not usually provide the 
leverage needed for more profound disturbances. Rather, 
psychotherapy and art therapy supplement and reinforce each 
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other. Youngsters who are in treatment seem more apt to 
produce art which has deep personal meaning because therapy 
has made them very aware of themselves. Art then allows the 
patient to re-enact inner tensions, changes and developments 
Q6 brought about in psychotherapy. The purpose of therapy is 
to guide patients from one stage of development to the next. 
This developmental process is an ongoing one which brings 
the patient to a closer understanding of the self and 
immediate life situations. A goal of therapy is to help 
find a sense of organization out of chaos; therapeutic 
situations favorable to art are those designed to provide 
areas of symbolic living that help develop a more organized 
personality. 
CHAPTER III 
THE IN-SERVICE TRAINING 
This chapter describes the in-service sessions which 
trained K-3 teacher participants in philosophies and prac¬ 
tical mechanics of integrating visual and tactile artistic 
approaches into K-3 academic curricula of specific content 
areas. First, the selection of philosophies by past and 
present educators, artists, and researchers on art in educa¬ 
tion is presented. Secondly, specific art activities used 
during the training session are shared. Finally, the ques¬ 
tionnaires for determining the usefulness of the program as 
perceived by participating teachers are explained. 
Selecting Philosophies of Educators, Artists, and Research¬ 
ers for the Teacher Training Sessions 
After having reviewed the history of education and art 
in education, selected philosophies were discussed. Written 
hand-out material was given to each teacher participant as 
well as a bibliography which included books, articles, and 
case studies on art in education. In reviewing the pool of 
past and present experts in the field, the following speci¬ 
fic list was selected as those whose philosophies would di¬ 
rectly aid K-3 participants in their roles as teachers of 
skills and concepts of content area curricula. Hand-out 
material was collected which identified philosophies that 
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teachers of skills and concepts of content area curricula. 
Hand-out material was collected which identified philoso¬ 
phies that teachers would need to understand, to have mini¬ 
mum competencies in implementing art into academics. Chosen 
philosophies placed an emphasis on deep thinking and a broad 
vision of the process of education. Works by others may be 
as important, but these appeared critical for a basic under¬ 
standing of art in education. The selected list does not 
mean to distinguish its members as all-knowing, but it sug¬ 
gests points of view of professionals in the field. Those 
specifically discussed include: 
Art Educators, Philosophers, and Researchers 
Herbert Read 
Carl R. Rogers 
Bob Samples 
Roger Sperry 
Rudolf Steiner 
Calvin W. Taylor 
E. Paul Torrance 
Graham Wallace 
Plato 
Rudolf Arnheim 
John Dewey 
Elliot Eisner 
Marilyn Ferguson 
C.D. Gaitskell 
J.P. Guilford 
A. Hurwitz 
Lawrence Kubic 
The J. Paul Getty Foundation 
Educators 
Ann Lieberman 
Lynne Miller 
Neil Postman 
Seymour Sarason 
Art as a Means of Expression 
Joseph H. DiLeo 
Edmund Burke Feldman 
Joanna Field 
Edith Kramer 
Charles Silberman 
William Tyler 
Arthur Zajonc 
and a Therapeutic Device 
Margaret Naumberg 
Linda Nochlin 
Geraldine Williams 
Mary M. Wood 
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Artists* Styles 
An overall perspective of the art world was presented 
beginning with cave paintings of prehistoric humans and 
Egyptian wall paintings found in pyramids. Art of ancient 
Rome, Middle Ages, Renaissance, Impressionism, post-impres¬ 
sionism, oriental, and twentieth century abstraction were 
discussed. An emphasis was placed on the work of the fol¬ 
lowing artists: 
James Audubon 
Jean Barbel 
Giovanni Bellini 
Sandro Botticelli 
Georges Braque 
Agnolo Bronzino 
Pieter Bruegel 
Ippitsusai Buncho 
George Catlin 
Paul Cezanne 
Marc Chagall 
John Clymer 
John Constable 
Nathaniel Currier 
Salvador Dali 
Edgar Degas 
Albrecht Durer 
Lyonnel Feinenger 
Francisco Goya 
William M. Harnett 
Hiroshige 
Katsushida Hokusai 
Winslow Homer 
Jasper Johns 
Kiyonaga 
Edwin Landseer 
Fra Filippo Lippi 
Morris Louis 
Rene Magritte 
Henri Matisse 
Edouard Manet 
Michelangelo 
Joan Miro 
Claude Monet 
Piet Mondrian 
Georgia O’Keefe 
Pablo Picasso 
Horace Pippin 
Raphael 
Rembrandt van Rijn 
Norman Rockwell 
George Roualt 
Henri Rousseau 
Peter Paul Rubens 
Georges Seurat 
Paul Signac 
Charles Stubbs 
A. Tapy 
Jan van Eyck 
Vincent van Gogh 
Victor Vasarely 
Diego Velazquez 
Maurice de Vlaminck 
Each art activity chosen for A+C = B had been used by 
the author with her respective classes of first grade stu¬ 
dents. Several were also used by fellow K-3 staff with 
their students. The art activities chosen by the author, 
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assisted in teaching skills and concepts in the areas of 
reading, writing, mathematics, science, and social studies. 
More specifically, each activity correlated to one of more 
of the following: 
1. The development of skills in content areas 
2. The development of interests and talents 
3. The development of respect for self and others 
4. The development of sensory motor skills 
5. The development of appreciation for what nature has 
given and humankind 
6. The development of self-expression. 
In Education Through Art, Herbert Read suggested that 
as a child grows, there should be a harmonious development 
of mental and physical functions with different combinations 
at different times. He wrote that arts and crafts should 
have a deserving place in early childhood education since 
a? 
arts and crafts interwove content area functions. 1 Read 
believed that a rigidly structured curriculum, based on con¬ 
formity and predetermined sets of tasks, was detrimental. 
He wrote that a healthy curriculum was "flexible enough to 
meet the emergent needs of each child. Read's aim was to 
direct education towards a flexible curriculum—one that 
gave enough space for the inclusion of artistic approaches 
to content area skills. 
On the following pages Table II lists the twenty-three 
specific art activities implemented in the teacher training 
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sessions. First, the art activity is named. Secondly, re¬ 
lated disciplines to which the lesson apply are also listed. 
Third, concepts and skills represent what is acquired or 
developed as a result of the art activity. 
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TABLE II 
Art Activity 
Related 
Disciplines Concept or Skill 
Clay Modeling Handwriting 
Science 
Fine Motor Development 
Animals & How They Move 
Finger Knitting Handwriting Fine Motor Development 
Wooden Needles Handwriting 
Science 
Mathematics 
Fine Motor Development 
Usefulness of Wood 
Computation 
Canvass Initials Handwriting Fine Motor Development 
Upper-case Lettering 
Linear/Curvi- 
linear 
Handwriting Fine Motor Coordination 
Letter Formation 
Number Formation 
Spirals Handwriting 
Science 
Mathematics 
Fine Motor Development 
Life as Process 
Infinity 
Mirror Image Reading Fine Motor Development 
Replication 
Readiness 
Tissue Paper 
Replica 
Writing Composition 
Finger Wreaths Writing 
Mathematics 
Fine Motor Development 
Counting by 5's 
Doodle Diaries Writing Composition 
Master Painting 
Approach to 
Read and Write 
Writing 
Reading 
Composition 
Vocabulary Development 
Comprehension 
Picture Watching Reading 
Spelling 
Writing 
Mathematics 
Readiness 
Vocabulary Development 
Comprehension 
Number Recognition 
Vowel Books Reading 
Decoding 
Comprehension 
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TABLE II (cont.) 
Art Activity 
Related 
Disciplines Concept or Skill 
Still Life 
Computation 
Mathematics Addition & Substraction 
Number Books Mathematics Number Formation 
Grouping 
Artistic Rendering Social Studies Respect for Differences 
Flowers Under Glass Science Nature Appreciation 
Living Rule Books Social Studies 
Writing 
Reading 
Community Living 
Composition 
Comprehension 
Spaceship Earth Science 
Social Studies 
Space 
Transportation 
Living in a Group 
Group Murals Social Studies Working Together/Group 
Planning 
Still Life Geometry Mathematics Geometric Shapes 
Emotion in Colors Social Studies Feelings 
Erased Portrait Social Studies Self Awareness 
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TABLE II (cont.) 
Art Activity 
Related 
Disciplines Concept or Skill 
Still Life 
Computation 
Mathematics Addition & Substraction 
Number Books Mathematics Number Formation 
Grouping 
Artistic Rendering Social Studies Respect for Differences 
Flowers Under Glass Science Nature Appreciation 
Living Rule Books Social Studies 
Writing 
Reading 
Community Living 
Composition 
Comprehension 
Spaceship Earth Science 
Social Studies 
Space 
Transportation 
Living in a Group 
Group Murals Social Studies Working Together/Group 
Planning 
Still Life Geometry Mathematics Geometric Shapes 
Emotion in Colors Social Studies Feelings 
Erased Portrait Social Studies Self Awareness 
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Activity: Picture Watching 
Objective: To develop skills of observation and concentra¬ 
tion. 
Related Disciplines: Reading, math, writing, spelling, 
and art 
Grade Levels: K-3 
Materials: A large poster print of a master painting, 
paper (same size as print), scissors, tape, 
marker 
Required Time: 30 minutes 
Procedure: Display print of master painting so that all 
students can see it. Ask children to look at it 
closely and tell what they see. List each re¬ 
sponse on chalkboard. When every item in the 
painting has been mentioned, ask the children to 
take a last look at the painting and then have 
them close their eyes as you cover the print 
with "windowed” paper. "Windows" are drawn, 
numbered, and cut along three sides. Ask, "Who 
can recall what is behind window #1?" Have a 
volunteer give a response. When the correct 
answer is elicited, open the window for all to 
see. Repeat this process until all windows have 
been opened. 
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67. "Victorian Interior" 
Horace Pippin 
1) Vase of flowers 
2) Center table 
3) Framed picture 
4) Armchair 
5) Framed picture 
6) Armchair 
7) Bookcase 
8) End table with lamp 
9) Basket of yarn 
I 
I 
\ 
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"Victorian Interior" by Horace Pippin is a good choice 
for Picture Watching because its contents are simple; this 
makes the painting age-appropriate for K-3 students. 
Pippin's technique and style were not discussed. An empha¬ 
sis on "getting right into" the activity of Picture Watching 
was the objective here. 
The author used this lesson with separate classes of 
youngsters, including kindergarten, first, second, and third 
grade groupings. Each class was eager to begin. Kinder¬ 
garten and first graders readily listed the main objects in 
the painting, namely: (1) vase of flowers, (2) center 
table, (3) framed pictures, (4) armchairs, (5) bookcase, (6) 
small end table with lamp, and (7) basket of yarn on the 
floor. Older children in second and third grades were more 
detailed in naming objects. They included lace doilies on 
the tables and chairs, small vases on the bookshelf, and 
books displayed in the bookcase. 
Once items were listed children eagerly closed their 
eyes and tried to recreate the painting in their minds. 
They were reminded to place the bookcase on the right side 
of the table rather than the left. Because this painting 
was a simple one students had little difficulty in recalling 
the correct object hidden behind each numbered window. 
When the lesson was completed, children invariably re¬ 
quested that this "game" be played again. The word "game 
suggested that children enjoyed this activity. Joy, then, 
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was included in this learning activity. Often, such joy is 
lacking in stereotypic methodologies enforced by adminis¬ 
trators biased by left-brain approaches. Picture Watching 
exemplifies an activity that helps balance left-brain tasks 
with right-brain visual imagery. 
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Activity: Masterpiece Approach To the Writing Process 
Objective: To give children the opportunity to express what 
they see in a piece of master art. 
Related Disciplines: Reading, Writing, and Art. 
Grade Levels: 1 through 3. 
Materials: A large poster print or slide of a master 
painting, a large sheet of composition paper, 
writing paper for students. 
Required Time: 20-30 minutes to compose paragraph 
20-30 minutes to copy paragraph. 
Procedure: Display the print of a master painting so that 
it can be seen by all students. Ask children to 
take a good look at it. Explain that this is a 
lesson in writing a simple paragraph, a group of 
sentences that make sense together. Ask for a 
student volunteer to suggest the first descrip¬ 
tive sentence. Copy the sentence onto a large 
sheet of composition paper as the class ob¬ 
serves. Have another child offer a second sen¬ 
tence. Write this sentence onto the composition 
paper as well. Continue eliciting and writing 
sentences in this way until the master print has 
been adequately described. Have a student read 
the sentences aloud so that all can hear. Then 
ask for an appropriate title. Finally, have the 
class read the title and paragraph aloud as a 
group. Have the students copy one or two 
sentences, or the entire paragraph onto their 
own sheet of composition paper. 
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68. "Girl under a Willow” 
Kiyonaga 
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69* First Grade Student Copying a Story after an LEA Lesson 
This photograph depicts a first grade student copying 
a Language Experience Approach story created by his class. 
The oriental painting, "Girl under a Willow," by Kiyonaga 
was the topic. The intended vocabulary words for this par¬ 
ticular lesson were: she, is, hot, going, water, the, and 
in. The original charted story, entitled "The Japanese 
Woman," is found on the preceding page of this study. 
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After viewing "Girl under a Willow," by Kiyonaga first 
grade students had a great deal to say. Hands went up imme¬ 
diately to offer verbal responses. Three simple sentences 
and a title fit nicely together the form the following de¬ 
scriptive paragraph. 
"The Japanese Woman" 
She is very hot 
She is carrying a fan. 
She is going to cool herself down in the water. 
Because this particular painting was oriental in style 
and content, children were exposed to a culture other than 
theirs. Visual images in the painting helped chldren know 
what to say about the Japanese woman--how she felt and what 
she was about to do. This lesson gave children practice in 
copying, a required skill in early elementary curriculum. 
Students were eager to copy the story onto their own sheets 
of composition paper because it was composed by the class, 
rather than by someone else. 
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Activity: Finger Knitting 
Objective: To develop fine motor coordination. 
Related Disciplines: Writing, Art 
Grade Levels: K-3 
Materials: 4-ply yarn (a 5’ section for each student) 
Required Time: 20-30 minutes 
Procedure: Give each child a piece of yarn. Ask them to 
raise their "writing hand." On the index finger 
of the opposite hand, have them fashion and knot 
a loop of yarn. This loop should fit at the 
knuckle nearest the fingertip. Wrap a second 
loop a bit closer to the tip. With the thumb 
and index finger of the writing hand, pull the 
first loop up and over the second loop of yarn 
and allow it to come off the index finger. 
Thus, the second loop remains on the finger. 
Slide it back--so that another loop can again be 
fashioned, but not knotted near the tip. Now 
have the students take the first loop over the 
second and off the finger. Again, a sole loop 
of yarn is left on the finger. Repeat this pro¬ 
cess (looping and removing) until all five feet 
of yarn have been used. A "chain" of finger 
knitting will have then been created. 
Bracelets, belts, etc. can be imagined. 
Once children learn the process of finger knit¬ 
ting, they may want to continue knitting for the 
remainder of the day. This should not be 
distracting for the teacher, because once the 
technique is learned, it can be done instinc¬ 
tively. In fact, knitting offers children the 
opportunity to do something constructive with 
their hands while a story is read or during a 
review lesson. For most children, finger 
knitting is not a distraction; it has a calming 
effect. 
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The initial finger knitting lesson took place the 
first week of school. Students sat in a circle on the floor 
for this lesson. The room was very quiet as children in¬ 
tently formed their yarn loops. Some children learned the 
finger knitting process very quickly. Others with fine 
motor problems, needed individual one-on-one instruction. 
The "expert" finger knitters were asked to help those who 
needed assistance. It was encouraging to note that children 
were willing to help fellow classmates. Throughout the year 
students fashioned bracelets, belts, and hair ribbons from 
finger knitted chains. They also used the lengths as mea¬ 
suring devices and ties for gift wrapping. 
By May first graders who had had difficulty learning 
the skill in September had become experts. They suggested 
sharing finger knitting with a kindergarten class. Thus, a 
neighboring kindergarten group was invited into first grade. 
Each first grader chose a kindergarten student as a partner. 
This peer group lesson was a successful one in that first 
grade students had become teachers of this particular skill. 
Activity : Wooden Knitting Needles 
Objective: To develop fine motor coordination 
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Related Disciplines: Writing and Art 
Grade Levels: 2-3 
Materials: Wooden dowel rods (£ inch diameter), pencil 
sharpener (office type), sandpaper (very fine 
grain), minwax, polishing cloth 
Required Time: 1 hour 
Procedure: Saw dowel rods into one-foot lengths. Give each 
student two. Have students sharpen one end of 
the rods using a pencil sharpener. Use sand¬ 
paper to smooth pointed tip as well as opposite 
flat end. Apply minwax sparingly to protect 
wood. Remove excess with cloth. 
When it is time to teach children the actual 
procedure of knitting with their wooden needles, 
it is best to have an adult work one-on-one with 
each child. This initial knitting lesson works 
well when mothers and grandmothers are invited 
into the classroom as knitting tutors. 
70. Wooden Knitting Needle Session 
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The author’s experience proved that the Wooden Knit¬ 
ting Needle activity was an advanced exercise—one that 
should not be used with first graders whose fine motor 
skills were not yet developed enough. 
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Activity: Clay Modeling 
Objective: To develop fine motor skills and to provide 
children with an activity where choice is in¬ 
volved . 
Related Disciplines: Science, writing, math, and art 
Grade Levels: K-3 
Materials: Clay 
Required Time: 45 minutes 
Procedure: Provide each child with enough clay in order to 
form a ball approximately 25" in diameter. Ask 
students to form balls with their hands only. 
As they work, remind them to fashion their balls 
so that they will be as round as possible. Al¬ 
low enough time for students to work patiently. 
When each child has completed his/her clay ball, 
ask them to hold them high in the air. Group 
balls together by color. Ask students to count 
the number of red balls, blue balls, etc. Once 
counted, have students retrieve them. Point out 
that they are again holding their balls in the 
palm of their hands. Explain that they will now 
transform their ball into an animal—either a 
bird that can fly in the air, a fish that can 
swim in the sea, or a cat that can walk on the 
earth. Once completed ask students to display 
their choice. Have children ’’show and tell” 
about their creations. Older students may then 
like to write about their animals. 
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When introducing a clay modeling lesson the author 
found that the quickest way to get a child's attention was 
to demonstrate the magic of transforming a lump of clay into 
something through the act of touching. Children were shown 
that they could soften and manipulate the clay with their 
warm hands by rolling, gently pulling, and patting it. Hard 
pounding and tearing were discouraged. 
It was fun to note the variety of clay animals that 
were fashioned, described, and then used as the basic for a 
creative writing lesson. 
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Activity: Doodle Diary 
Objective; To provide children the opportunity for self- 
directed artistic expression. 
Related Disciplines: Writing and Art 
Grade Levels: K-3 
Materials: White paper, 85” x 11" (a dozen sheets per 
student), 4-ply yarn, hole punch. 
Required Time: 30 minutes 
Procedure: Stack together twelve sheets of paper for each 
student. Punch twelve holes, evenly spaced, 
along the left 85” border. Tie one end of a 
two-foot piece of yarn at the topmost hole in 
the upper left corner and continue to weave yarn 
through and around each consecutive hole in 
order to bind the pages together. Second and 
third grade students can weave the border them¬ 
selves, however, teacher should bind diaries for 
younger children. "My Doodle Diary" may be 
printed on the front cover page as a title. 
Students use these booklets as personal diaries, 
given free creative license to choose what to 
sketch or paint on each page. With each new 
entry the doodle diaries will become more com¬ 
fortable to use—more confident in its artistic 
expression. Freedom in visualizing becomes so 
easy that it is almost as if children were talk¬ 
ing to themselves, keeping a diary in pictures. 
Once each page has been completed, each stu¬ 
dent's individual thought process will have been 
displayed. 
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It was found that blank white pages of Doodle Diaries 
were often used as comfort-relief zones. In other words, 
when children had completed a given workbook assignment, 
they would freely choose to complete an entry in their 
Doodle Diaries. In artistic rendering where no direction 
was given, students' imagination took free creative license. 
Unlike answers in a math workbook, doodle diary entries were 
neither right nor wrong; crayon markings were neither cor¬ 
rect nor incorrect. This was an example where left-brain 
math workbook assignments were counterbalanced with right- 
brain artistic production. 
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Activity : Tissue Paper Reproduction 
Objective: To provide children with an opportunity to 
replicate what they see in a different medium. 
Related Disciplines: Writing and art 
Grade Levels: K-3 
Materials: Several packages of tissue paper (assorted 
colors), Elmer’s glue which has been thinned 
with water, paint brushes, white construction 
paper (11” x 18"), crayons, composition paper, 
pencils 
Required Time: One hour 
Procedure: Spread an assortment of colored tissue paper on 
a large table in the classroom; if a table is 
unavailable, place tissue on floor. Ask child¬ 
ren to silently decide which colors appeal to 
them most. Allow the children to tear small 
pieces of desired shapes from colored paper and 
take them to their work space. They are to 
create a design with their tissue pieces. Ap¬ 
proach the concept of overlapping similar shapes 
in ways which would give balance rhythm, har¬ 
mony, and proportion in both line and color. 
The children may affix the tissue to a sheet of 
11” x 18" white construction paper by lightly 
brushing the pieces with Elmer’s glue which has 
been thinned by adding water. Designs may be 
either realistic or abstract. When they are 
completed, they should be left to dry. When 
dry, hang on an empty spot in the classroom. 
Ask the children to look at their work as though 
they were viewing a painting in a museum. 
Explain that the next step in this activity is 
to replicate their design with crayons, choosing 
colors which match their tissue. Give the 
children plenty of time to complete a second 
piece of art on another sheet of white construc¬ 
tion paper. When the crayon work is finished, 
hang it next to the original. Standing away 
from both pieces, have students write or dictate 
three descriptive sentences about their 
original. Share these aloud with fellow class¬ 
mates . 
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Children were especially drawn to this reproduction 
activity when they caught sight of the colorful assortment 
of tissue paper--so unlike black-and-white worksheets. 
Anxious to hear about the activity, students listened well 
to directions. The children seemed to know which color of 
tissue paper they liked best and darted to get some as soon 
as they could. When they ran out of the particular color 
paper they desired, and no more was left in the main heaps, 
students did not hesitate to ask fellow classmates if they 
could have some of the particular color they wanted. 
Because each child was able to work at their own pace on this 
activity, each finished at a different time. This was no 
problem, however. The author recommends that children not 
be pushed to complete this activity quickly. They should be 
given enough time to work so that they feel comfortable 
rather than hurried. 
Activity: Group Mural 
Objective: To provide a way in which students can com¬ 
municate creatively and participate together 
in the planning, development, and execution of 
a group project. 
Related Disciplines: Social Studies and Art 
Grade Levels: K-3 
Materials: Large mural paper, poster paint, crayons, scis¬ 
sors 
Required Time: This activity should be done in 2 day ses¬ 
sions: a 45 minute planning session on the 
first day and a one-hour execution session 
on the second day. 
Procedure: Divide class into groups of four or five chil¬ 
dren. Have each group decide on a topic related 
to a particular lesson studied in class. Have 
the group discuss plans for the mural design. 
Small-scale designs of the mural may be sketched 
by second and third grade students before the 
actual mural is begun. Mural paper should be 
cut to an appropriate size and hung on thewall 
where it will remain during and after mural com¬ 
pletion. 
The experience of mural-making was a happy and reward¬ 
ing one for first grade students (K-3) with whom the author 
worked. It was more than merely a chance to paint big pic¬ 
tures on large vertical sheets of paper. It was a lesson in 
learning to work cooperatively through planning and execu¬ 
tion stages. 
When ordering mural paper the author recommends a 
four-foot width. It was found through experience, that 
mural paper cut into a 4’ by 8’ section, was a convenient 
size for K-3 students to work with and also to hang. Four 
children worked well together on a given mural. More than 
five, however, made it a bit difficult for everyone to "have 
enough space.” 
Activity: Flowers Under Glass 
Objective: Science and Art 
Grade Levels: K-3 
Materials; Fresh flowers, magnifying glasses, sketch 
paper, pencils, crayons, water color sets 
Required Time; 30 minutes 
Procedure: Ask children to pick a flower and bring it to 
school. Have them look closely at their flower. 
Give each child a magnifying glass; if children 
are not familiar with magnifying glasses, ex¬ 
plain that they make objects viewed look bigger. 
Give children plenty of time to examine their 
flowers. When they have had sufficient time to 
’’get to know” their flowers, have them draw and 
paint them. Remind the children that when using 
water color a little water goes a long way. 
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On the morning "Flowers under Glass" took place, 
children readily showed each other their blossoms on 
arriving into the classroom. One of the youngsters keenly 
noted that not only was each flower different, so too were 
the leaves. The author brought in several books containing 
information about flowers, especially those which grew in 
the area such as violets, crocuses, tulips and daffodils. 
Children enjoyed finding their particular blossoms pictured 
in books. One of the students asked if he might "cut his 
flower out." All were asked to do so and a colorful flower 
garden was assembled on a large bulletin board. Children 
took pride in the display which their combined efforts 
brought forth. 
It is suggested that this particular lesson be done in 
the spring, so that children can actually pick flowers 
rather than purchase them from a florist. In doing this 
youngsters are reminded that spring is the season in which 
blossoming begins. 
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Program to Educate Teachers to Understand 
Selected Fundamentals of Curriculum 
This section consists of a description of the program 
and the schedule for the five workshop sessions, follow-up 
coaching, and a final culminating session. 
Description of the Program 
The program was designed as an initial training session for 
teachers and was divided into five workshop sessions, two 
follow-up coaching sessions, and a culminating session. 
Each day had a specific content area or two as the major 
theme. Therefore, each workshop session was organized 
around a central academic subject and contained those ar¬ 
tistic approaches which pertain to skills and concepts re¬ 
lated to that subject area, although it is clear that the 
strategies are interdisciplinary by nature. The format of 
the first four sessions included: demonstrations, opportu¬ 
nities for participants to take active roles, to provide 
mutual assistance to one another, and offer feedback about 
each session. Teachers participated on a volunteer basis. 
Pre-assessment questionnaires were given to the 
teachers three weeks before the commencement of the first 
workshop session. These questionnaires are found in Ap¬ 
pendix A of this dissertation. The purpose of the pre¬ 
assessment was to determine participants' knowledge and at¬ 
titudes about using art in their classrooms. In the first 
questionnaire demographic data was gathered. The second 
115 
questionnaire consisted of sixty statements which were 
listed to elicit information regarding participants' ex¬ 
periences, knowledge and opinions of incorporating innova¬ 
tive artistic strategies into their daily classroom rou¬ 
tines; responses were used to individualize the program. 
First Workshop Session 
Themes 
Philosophical Overview of Art in Education. 
Visual and Tactile Artistic Approaches to Writing. 
Objectives 
1. To recognize beliefs of several scholars in the 
field of art in education. 
2. To demonstrate selected art activities which en¬ 
hance the writing process in grades K-3. 
Learning Opportunities 
Step One — Leader Directed. 
1. Director presented a brief lecture of findings and 
beliefs of art educators, researchers, and philosophers. 
Page two of this chapter offered a list of those scholars 
whose work was briefly reviewed. 
2. Hand-outs (such as the one represented by Table 1) 
* 
were given as home-reading assignments. 
Step Two — Teacher Participation 
1. During the first session an emphasis was placed on 
Denotes hand-outs for teachers. 
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artistic approaches to writing instruction. Materials were 
passed out so that each teacher could participate in the art 
activity in order "to experience" what the child would feel 
and learning during the lesson. The following three 
activities were meant to develop fine motor coordination: 
Finger Knitting, Clay Modeling, Wooden Knitting Needles. 
Slides were shown that demonstrated first graders working on 
these three activities. The following four activities were 
meant to help youngsters better understand letter and number 
formation: Linear and Cirvilinear, Line in Master Art, 
Spirals, and Mirror Images. Tissue Reproduction exercises 
and Doodle Diary entries served as initial steps to written 
expression. 
Evaluation 
Questions and comments were encouraged throughout the 
session regarding philosophies, processes, objectives, and 
strategy rationale. Post-assessment Questionnaires were 
given to teacher participants at the end of the first ses¬ 
sion. These questionnaires can be found in Appendix B of 
this disseration. Results enabled the author to further 
improve the workshops for other teachers. Each teacher 
answered each question on every questionnaire used in this 
study. 
The author’s intent was to gain specific feedback from 
participants in order to improve teacher training regarding 
art in grades K-3. Teachers were encouraged to be candid 
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about their feelings and beliefs regarding activities of the 
training sessions. Each teacher participated in eleven art 
activities during the first workshop session. They were 
enthusiastic about learning new ways to incorporate art into 
their academic programs. A first grade teacher from Strat¬ 
ford said that she had wanted very much to bring art activi¬ 
ties into her classroom, but had always been threatened by 
such activities. She was candid in her speculations as to 
why she felt uneasy. She explained to the group that as a 
child, her efforts in clay sculpting and crayon drawings 
never seemed "good" enough" to her teachers. As a result 
she came to believe that she lacked artistic talent. She 
was led to believe that she had no creativity and therefore 
should only "stick to teaching manuals" of prescribed cur¬ 
ricular texts. Having completed the eleven art activities 
in the first session, she had already felt a sense of con¬ 
fidence that she had not experienced in the past and looked 
forward to the rest of the week. This example proved that 
some teachers who are uncomfortable with art can learn to 
enjoy it and ultimately empowered to integrate it into their 
classrooms. In a sense, such teachers can be made "to see" 
the fulfillment inherent in art processes for themselves as 
well as for their students. 
A third grade teacher, also from Stratford, had always 
considered herself very creative. The more art she could 
incorporate into her classroom, the better she felt about 
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work. She was pleased to have been exposed to eleven new 
artistic approaches to add to her repertoire. 
Other general comments written on assessment sheets 
were, "Finger Knitting is such a pleasant way to help young¬ 
sters improve small motor skills. I can now see that by 
asking children to re-write letters over and over again, I 
was probably frustrating them. I guess what they needed to 
do was to exercise the muscles in their hands through knit¬ 
ting and clay modeling." Another teacher wrote: "Writing 
will be more exciting for me when classes resume in the 
fall; I want to prepare doodle diaries soon—that activity 
is as sound academically as it is enjoyable. I look forward 
to watching my children grow in artistic expression." 
A Bridgeport teacher wrote, "We don’t have much money 
to spend in my school district, but I can afford a skein of 
yarn for finger knitting; that costs less than one workbook 
does, and I’m tired of those." 
Teacher comments regarding the activities were both 
positive and negative. One hundred percent of the teacher 
participants wanted to use clay with their respective stu¬ 
dents when school resumed in the fall. Many said they never 
knew how to use it with youngsters before the training 
session. Eighty percent of the teachers wanted to try 
Finger Knitting with their classes. The twenty percent who 
did not, remarked that perhaps administrators and parents 
would feel their kids were merely wasting their time. 
119 
Fifty-five percent of the participants said they may not 
incorporate Linear/Curvilinear exercises into their cur¬ 
riculum because they were "too academic in nature.” These 
teachers wanted to move beyond paper-pencil tasks com¬ 
pletely. They were hungry for artistic modes that included 
non-paper writing activities. The spiral activity received 
negative comments from thirty-five percent of the partici¬ 
pants because spiral drawing involved a piece of paper and a 
pencil. Although it was not this author’s intent to wipe 
education’s slate clean of paper-pencil tasks, it was ob¬ 
vious from teacher comments that modern approaches to K-3 
learning were very much desired by teachers who participated 
in this study. Eighty percent of the participants chose not 
to do Tissue Paper Reproduction. ”It may get too messy with 
little tissue paper scraps and cups of thin glue," a Green¬ 
wich teacher remarked, who was not particularly fond of 
pasting activities. 
Second Workshop Session 
Theme 
Artistic Approaches to Reading 
Objective 
1. To demonstrate and discuss artistic methodologies 
which enhance reading instruction. 
Learning Opportunities 
Step One — Leader Directed. 
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1. Lecture, slide presentation, and video presenta¬ 
tion exemplified how artistic approaches can successfully be 
incorporated into a basal reading program using the Language 
Experience Approach to Reading and Master artwork as a base. 
2. Fish and Not Fish, a Level 3 Pre-primer in the Ginn 
Reading Program was combined with "Sinbad the Sailor,” an 
oil painting by Paul Klee, to demonstrate how master art can 
be used to introduce or review vocabulary. In Unit 1 of Fish 
and Not Fish, the following vocabulary words are introduced: 
Underlined words above indicate those which are introduced 
71. "Sinbad the Sailor" 
Paul Klee 
here man with 
it can play 
is he ball 
she fish cat 
said J im like 
come good does 
in look this 
a at we 
dolphin and what 
water where Mom 
I see Sara 
whale on big 
Beth get will 
here’s Ana for 
us eat Ken 
the you not 
in this particular Language Experience. 
Step Two — Teacher Participation 
A print "Sinbad the Sailor," by Paul Klee was dis¬ 
played after an explanation of the process of a Language 
Experience Approach to Reading. Participants were told the 
twenty-nine new vocabulary words to be included in the ex- 
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perience story. The following descriptive story was then 
elicited: 
"Jim Goes Fishing" 
The man in the boat with the fishing spear is 
Jim. He is fishing. He wants to catch some 
fish to bring home to his family for dinner. 
His mom told him to do this, so he did. Jim will 
get a big fish. He will catch a shark. There is 
also a whale and a dolphin in the water, but Jim 
does not have room in his boat for all three of 
the fish, and the shark will give plenty of meat 
to feed his mom, dad, and his sisters, Ana, 
Beth, and Sara, and his brother, Ken too. The 
family will be glad that they will have a 
healthy fish dinner to eat. 
The story is repeated below to illustrate that the intended 
vocabulary words were indeed used; these are underlined. 
"Jim Goes Fishing" 
The man in the boat with the fishing spear is 
Jim. He is fishing. He wants to catch some 
fish to bring home to his family for dinner. 
His mom told him to do this, so he did. Jim will 
get a big fish. He will catch a shark. There _is 
also a whale and a dolphin in the water, but Jim 
does not have room jji his boat for all three of 
the fish, and the shark will give plenty of meat 
to feed his mom, dad, and his sisters, Ana, 
Beth, and Sara, and his brother, Ken too. The 
family will be glad that they will have a 
healthy fish dinner to eat. 
Teacher participants were asked to underline the "new words" 
on the large chart paper which was used during the demon¬ 
stration. Then, in unison, all twenty participants read the 
story aloud. Thus, a story was written and read just as it 
would have been done in any primary classroom. 
This simple lesson can easily be broadened to inter¬ 
relate other content areas. For instance, a teacher may 
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decide to have her students copy the underlined words, a 
particular sentence or two, or the entire story. In this 
way, spelling and writing are incorporated into a reading 
activity. Math is brought into play when a teacher asks 
students to count the number of new words or sentences in 
the story. A social studies lesson on family living can be 
introduced, and a science lesson on the food cycle can be 
brought in as well. Creative dramatics can have a place as a 
group of students become actors and actresses and make the 
action in "Sinbad the Sailor” come alive. A song about the 
sea can be sung also; that way music has a place too. This 
example demonstrates how art can serve as a solid inter¬ 
disciplinary approach to teaching and learning in the early 
primary grades. 
Picture Watching was also demonstrated in the second 
session. A capsule lesson of this activity is found in this 
chapter in the section entitled, ’’Sample Artistic Training 
Session Activities.” The final activity of the second 
session demonstrated how simple vowel books can be made; 
there never seems to be enough hands on material to 
reinforce the long and short sounds of a, e, i, o, and u. 
Evaluation 
Teachers were each given a master print and asked to 
write about it or give a LEA lesson to a small group of 
fellow participants. Open discussions were held regarding 
teacher remarked that she had taught the process. A Danbury 
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reading for fifteen years from a basal reader. Although she 
had read about the Language Experience Approach to reading, 
she thought her principal "would never go for it." Because 
she had a chance to experience the activity firsthand she 
said she could better understand the LEA process and planned 
to incorporate it into her classroom in September. "If my 
principal asks what I’m doing with LEA, I’’ll tell him to 
come and see for himself." Hopefully, he will. This par¬ 
ticular teacher asked the author of this dissertation to 
visit her classroom in the fall for follow-up coaching in 
LEA. One hundred percent of the teacher participants said 
they planned to do Picture Watching in the fall. They 
looked forward to the culminating activity to the Metropoli¬ 
tan Museum of Art on the last day of the session so that they 
could purchase a couple of poster prints to use for Language 
Arts activities. A teacher from Wilton said she looked for¬ 
ward to demonstrating both LEA and Picture Watching to pa¬ 
rents of her respective students. 
Third Workshop Session 
Theme 
Artistic Approaches to Mathematics. 
Objectives 
1. To demonstrate artistic methodologies that intro¬ 
duce, reinforce, and enrich basic math concepts and skills 
in grades K-3. 
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Learning Opportunities 
Step One — Leader Directed 
1. A lecture and discussion on right/left brain, 
front/back brain, the triunal system, whole brain, affec¬ 
tive/cognitive, and multisensory learning through math ma- 
nipulatives and art was presented. 
2. ’’Still Life: Apples and Primroses," an oil paint¬ 
ing by Paul Cezanne was used to demonstrate a lesson on 
counting, addition, subtraction and grouping. Although this 
particular print was chosen specifically to reinforce math 
skills it can easily serve as an interdisciplinary base for 
other subjects as well. For example, the life of Paul 
Cezanne, a 19th century post-impressionist describes him as 
a recluse because he divorced himself from society, his wife 
and child, and devoted his life to his work. He spent forty 
years studying, sculpting, and painting the fruit of the 
apple alone. Johnny Appleseed, on the other hand, devoted 
his life to the apple, but was very much a part of the world 
in that he went from community to community planting apple 
seeds so that all who chose would be able to share the sweet 
taste of the fruit. By comparing and contrasting the lives 
of these two famous, but very different personality types, a 
social studies lesson is developed. 
Miss Rumphius, by children’s story writer and illus¬ 
trator, Barbara Cooney, and recipient of the American Book 
Award can beautifully be added to this lesson. The tale 
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should be read to youngsters who cannot yet read, however, 
K-3 students who can read should be left to read the story 
themselves after the teacher has read it aloud. Alice 
Rumphius traveled a good part of the world, in a similar way 
to Johnny Appleseed. She, like Johnny, wanted "to do some¬ 
thing to make the world more beautiful."99 The seeds she 
planted were those of the lupine flower. To the delight of 
early primary school children, blue, purple, and rose- 
colored lupines "bloomed along the highways and down the 
lanes"^^ of the community where Miss Rumphius’ seeds were 
planted. In "Still Life: Apples and Primroses" a blossomed 
plant holds pink flowers which can be compared and con¬ 
trasted to lupines to create a lead-in science lesson to 
planting seeds. 
A slide of "Still Life" Apples and Primroses" was 
flashed on a screen to produce a larger-than-life represen¬ 
tation. In dim lights, this technique is an effective 
visual aid. Picture postcards, purchased at The Metro¬ 
politan Museum of Art were also given to each teacher par¬ 
ticipant. In phonics children learn that a says a—like the 
apples by Cezanne. Thus the first letter of the alphabet is 
raised to a new level—to the level of the masters, whose 
creative talents were appropriately focused. In this way, 
children learn the sound of a letter as they are exposed to a 
master painting. 
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72. "Still Life: Apples and Primroses” 
Paul Cezanne 
Other masterpieces, such as those which follow can be 
used to display geometric shapes and patterns: 
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75. "Interieur" 
Bernard Buffet 
76 "Interior with People" 
Pieter De Hooch 
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77. "Composition No. 2" 
Piet Mondrian 
78. "Super Chess" 
Paul Klee 
79 "Zebegen" 
Victor Vasarely 
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In the third session slides of students' work were 
presented to show how clay modeling can initiate a lesson on 
number sentences and mathematical word problems. A step-by- 
step process of creating Five Finger Wreaths was also 
visually presented in slide form. Actual Number Books which 
first graders had written, illustrated, and bound together 
were brought for teacher participants to examine. 
Evaluation 
Teacher comments were accepted regarding the third 
workshop session. It was agreed that more hands-on mate¬ 
rials of prints of master artwork in school libraries would 
be helpful. 
Teachers were eager to learn philosophical views of 
John Dewey, Rudolf Steiner, Bob Samples, Roger Sperry, and 
the Getty Foundation. They agreed that the teaching profes¬ 
sion demanded so much of their time, they had little left to 
read about past and current trends in education. 
Two teachers from Danbury, one from Westport, and one 
from Stamford invited this author to their school districts, 
to give Staff Development presentations on A+C=B in October 
of 1985. These four teachers sensed a need in their dis¬ 
tricts for staff-education in the use of arts in K-3* 
Fourth Workshop Session 
Theme 
Artistic Approaches to Science and Social Studies. 
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Objective 
To provide participants with artistic activities to 
enhance their present science and social studies programs. 
Learning Opportunities 
Step One — Teacher Directed 
1. Lecture/slide presentation depicted similarities 
and differences in painting styles of master artists. A 
brief history of art was also presented with the intention 
of showing how art visually describes the history of human¬ 
kind. 
Step Two — Teacher Directed 
1. Teacher participants were shown a variety of 
outdoor scenes by such artists ass Paul Cezanne, Nathaniel 
Currier, Lyonnel Feinenger, Katsushida Hokusai, Winslow 
Homer, Claude Monet, Piet Mondrian, Georges Seurat, and 
Vincent van Gogh. Teachers were then asked to comment on 
the artists’ rendering of nature. Participants saw how the 
environmental attributes of different times and cultures can 
be observed through art. 
2. At the end of session three, teachers were asked to 
bring in a real flower including stem and leaves. These 
flowers were used during the fourth session as a way to 
observe some thing closely using magnifying glasses. Each 
participant was given her own magnifying glass and asked to 
"get to know her flower" by taking the time to look at it 
with her magnifying glass, from all angles. A variety of 
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media was provided for teachers to then illustrate their 
blossoms. This process was followed by a discussion of new 
things learned about flowers which were previously taken for 
granted. 
3. Samples of Students’ Living Rule Books were ex¬ 
amined. A slide presentation demonstrated ”how to" make 
such Rule Books with their respective K-3 classes. The need 
for certain rules was discussed. It was emphasized that the 
need for rules must be realized by the students. From this 
recognition, Living Rule Book Activity begins. 
First students list class rules and discuss their im¬ 
portance. Secondly, rules are copied into Rule Books and 
then illustrated. 
4. Group art projects such as "Spaceship Earth" and 
murals were done. An emphasis was placed on group planning, 
development, execution, and completion. 
Evaluation 
Teacher participants discussed the value of each art 
activity as vehicles to improve teaching and learning in the 
early primary grades. They were also able to make sugges¬ 
tions for improvement on a post-assessment questionnaire. 
This questionnaire is found in Appendix B. Of the twenty 
percent of the teachers who did not want to try Flowers 
under Glass with their children, two said they had allergic 
reactions to pollen. 
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Fifth Workshop Session 
Theme 
Culminating Activity — A Trip to the Metropolitan Mu¬ 
seum of Art 
Objective 
To view many of the paintings which were discussed and 
used in slide and print form earlier in the week. 
Learning Opportunity 
1. A floor-plan of the Metropolitan Museum was passed 
out and briefly discussed. 
2. Teachers were asked to keep their eyes, minds, 
feelings, and souls open. "We build palaces we call museums 
to display the fruits of artistic inquiry..." Elliot Eisner 
3. Teachers were encouraged to use this trip as a time 
to appreciate art as well as an opportunity to look at the 
paintings with "a teacher’s eye;" this would yield an ar¬ 
tistic approach or two to the content areas. 
Evaluation 
The bus trip to the museum lasted from 9 am to 1 pm. 
The general consensus was that the trip should have 
been from 9 am to at least 3 pm; teachers would like to have 
spent more time at the museum and thought perhaps a two-day 
trip may have been even better. Teachers were inspired to 
plan field trips with their respective classes for the 
following school year. 
Both teachers from Bridgeport and both teachers from 
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Trumbull had never visited the Metropolitan Museum. For 
these four teachers especially, the trip was enriching. 
They remarked with surprise at the size of the Met, com¬ 
menting that they never realized how grand it was. Most 
teachers were interested in viewing paintings housed at the 
Met which were used during the training sessions. Some of 
these were "Apples and Primroses," by Paul Cezanne, "Fishin 
Boats," by Paul Signac, and "Irises" by Vincent Van Gogh. 
Questionnaire and Material Development 
This section contains a description of the development 
of the pre- and post-assessment questionnaires. Also 
included are the methods used to formulate the interview 
questionnaire. The development of hand-outs that were given 
to teachers during the course of the workshop sessions is 
described. 
Pre- and Post-Assessment Questionnaire Development 
Pre-assessment questionnaires were administered to 
and completed by each teacher participant. These were de¬ 
veloped to determine knowledge, feelings, beliefs, and 
attitudes towards using art activities as teaching and 
learning tools in K-3 classrooms. In order to learn about 
the participants, demographic data was also gathered in a 
separate questionnaire. Both pre-assessment questionnaires 
can be found in Appendix A. 
Sixty statements were developed to elicit specific 
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information regarding participants' knowledge, attitudes, 
feelings, beliefs, and experiences with art and education. 
This information was used to individualize the training 
sessions. A five-point scale was developed to measure the 
response of the participants. Each statement, then, offered 
the respondents the opportunity to select from one of these 
five choices: 1. Strongly Agree; 2. Agree; 3. Neutral; 4: 
Disagree; 5. Strongly Disagree. These choices were se¬ 
lected using the numerical rating scale technique. Rating 
scales use descriptive terms pertaining to the response 
options. These scales are very similar to the Likert scales 
on which a statement is followed by a five-response con- 
101 tinuum. Questionnaires, to be valid and fair, should 
contain both positive and negative statements. The con¬ 
struction of the questionnaire was verified against a check¬ 
list on questionnaire construction contained in Kornhauser 
and Sheatsley's "Questionnaire Construction and Interview 
10? 
Procedure." 
Post-assessment questionnaires were developed to de¬ 
termine if the training session was a worthwhile experience 
for the participants. Specifically, each artistic activity 
was evaluated in the post-assessment questionnaires for its 
innovation, effectiveness, and appeal, and improvement. 
Post-assessment material can be found in Appendix B of this 
dissertation. The field test, including pre- and post-as¬ 
sessments were not used to determine cause-effect relation- 
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ships. The purpose of the field test was to gain informa¬ 
tion about what aspects of the artistic approaches, training 
sessions, and follow-up coaching needed to be redesigned and 
perfected. 
The initial formulation of the questionnaires were 
tested with classroom teachers and research/evaluation spe¬ 
cialists. They were asked to indicate any ambiguous state¬ 
ments, unclear wording, unclear directions, and any other 
factors that were a problem to them. Their responses were 
analyzed and appropriate corrective changes were made in the 
final questionnaire. 
Interview Questionnaire Development 
An interview form was developed to question randomly 
selected participants at the close of the workshops. The 
interview forms are found in Appendix C. Six of the teacher 
participants were interviewed. The format of the interview 
was based on the workshop objectives, with respondents being 
asked to reply in detail to the questions. The respondents 
were also asked to enumerate ways in which the workshops 
could be improved. 
Hand-Out Development 
A series of hand-outs consisting of articles, lesson 
plans, prints of master paintings, tables of research infor¬ 
mation, current articles from magazines suggesting the use 
of art to teach basic skills, and an alphabet book of repro¬ 
duced master prints was given to teacher participant. The 
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third revision of this alphabet book, developed by the 
author of this dissertation is presently being juried by the 
Metropolitan Museum of Art for publication; the Special Pub¬ 
lications Division at the Museum has sent it to a potential 
co-publisher in New York as well. Sample pages of this 
alphabet book are found in Appendix D. 
CHAPTER IV 
IMPLEMENTATION OF THE TRAINING PROGRAM 
AND ASSESSMENT RESULTS 
This chapter describes the implementation of the in- 
service teacher training and reports the results of pre- and 
post-assessments conducted with participating teachers. Im¬ 
plementation involved a number of steps: first, securing 
permission to hold the training sessions; second, recruiting 
teacher participants; third, the results of the field test¬ 
ing are described, fourth, development of pre- and post 
questionnaire. Included in this section is the collection 
and analysis of data; fifth, participant reactions are pre¬ 
sented; sixth, suggestions for modifications of the in-serv¬ 
ice programs regarding art in education are made. 
Selection of the,Program Site 
When this study was planned, its author taught first 
grade in a public school in Greenwich, Connecticut. Staff 
Development Leader for the district gave permission to use 
two spacious, air-conditioned rooms in the administrative 
wing of Greenwich High School. It was suggested by the 
Assistant Superintendent, after observing art-related les¬ 
sons conducted by the author and having a complete under¬ 
standing of the author's intent, that a proposal be written 
and submitted to the Connecticut State Department of Educa- 
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tion in order to secure permission and endorsement of this 
project. In early February, 1985 such a proposal was writ¬ 
ten and submitted to the State Department later that month. 
It was accepted in late April. Sponsored by Cooperative 
Educational Services (CES) of Norwalk, Connecticut, a 
printed training program description was sent to a number of 
school districts in Fairfield County, CT. Over thirty 
teachers had volunteered to participate in the study. How¬ 
ever, twenty teachers were chosen who were currently teach¬ 
ing kindergarten, first, second, or third grade so that fol¬ 
low-up coaching could take place in their respective class¬ 
rooms. The session took place during the week of July 8th 
through July 12th. Five in-depth training sessions lasting 
four to six hours per day were held in two rooms at Greenwich 
High School mentioned earlier. One room was utilized for 
lecture and discussion; the other was used as a studio set¬ 
ting where teacher participants worked through visual and 
tactile art projects. 
Recruitment of Teacher Participants 
The following course description was distributed in 
the following school districts: Bridgeport, Danbury, 
Easton, Fairfield, Greenwich, Monroe, New Canaan, Norwalk, 
Stamford, Stratford, Trumbull, Weston, Westport, Wilton. 
VISUAL AND TACTILE ART: INTEGRAL APPROACHES 
TO INSTRUCTION AND ENRICHMENT OF THE THREE Rs 
The purpose of this project is to help improve 
teaching and learning in grades K-3. Teacher- 
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participants will be trained in basic philoso¬ 
phies as well as practical applications of how 
art can be basic to formal public education. 
Visual and tactile approaches to instruction and 
enrichment of the three Rs will be the basis of 
this project. 
K-3 teachers who volunteered for this study were each sent a 
letter of intent as well as pre-assessment questionnaires to 
find out participants' knowledge opinions and attitudes 
regarding teaching and the integration of visual and tactile 
artistic approaches to the K-3 curriculum. Each participant 
efficiently completed and returned the questionnaires in 
sufficient time for the project director to individualize 
the program to best fit the needs of teachers. The letter 
and pre-assessment questionnaires are found in Appendix A of 
this study. 
Teachers volunteered to take part in the workshops. 
Research concerning in-service demonstrates that effective 
in-service occurs most frequently when participants volun¬ 
teer and/or perceive the training as answering a need that 
they have expressed. The twenty teacher participants 
entered the program on a volunteer basis, with an interest 
in becoming knowledgeable in the use of visual and tactile 
artistic approaches to K—3 curriculum. Teachers who ulti¬ 
mately participated in the study taught either kindergarten, 
first, second, or third grade in one of the fourteen school 
districts mentioned earlier in this section. 
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Results of Pre-assessment 
Each of the twenty K-3 teacher participants completed 
and returned pre-assessments before the training session in 
plenty of time to collect and analyze the data before the 
training session in July, 1986. Table III which follows 
offers an objective analysis of the pre-assessment; it has 
been divided into four parts. The first part concentrated 
on the need for modern approaches to K-3 content areas in 
the classrooms of teacher participants. Over fifty percent 
of the participants stated that teaching has become anxiety- 
producing for them and they had reached the point in their 
career where they wanted new techniques to add to their re¬ 
pertoire of teaching methods. The second portion entailed 
opinions regarding art in education. One hundred percent of 
the participants believed that art could successfully be in¬ 
corporated into the K-3 curriculum, and wanted specific 
instruction as to how that could be accomplished. Only 
forty-five percent of the participants strongly admitted 
they were comfortable incorporating art into their present 
K-3 curricula. The third part analyzed participants’ de¬ 
sires for teacher training in visual and tactile artistic 
approaches to the 3 Rs. One hundred percent of the partici¬ 
pants wanted to become more knowledgeable in philosophies 
and mechanics of integrating art into the 3 Rs. 
The pre-assessment table indicates that teachers gene- 
that there is a need for innovation in their K-3 rally agree 
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TABLE III 
TABULATION FOR PRE-ASSESSMENT STATEMENTS3 
Statement b SA A N D SD 
(Need for Modern Approaches) 
Teaching has become anxiety producing. 4 7 6 1 2 
20% 35% 30% 5% 10% 
I want to remain a teacher, but have 
reached the point where I need some 3 10 6 1 0 
new techniques. 15% 50% 30% 5% 0% 
As a teacher I need "something more" 
than workbooks, texts, paper/pencil 10 10 0 0 0 
tasks, computers, and testing. 50% 50% 0% 0% 0% 
I am ready for innovation in my 10 9 1 0 0 
classroom. 50% 45% 5% 0% 0% 
(Art in Education) 
I believe that art can successfully 
be incorporated into the K-3 academic 14 6 0 0 0 
curriculum. 70% 30% 0% 0% 0% 
Because my students like to draw, I 
would like to use this as a vehicle 7 13 0 0 0 
to enhance the learning process. 35% 65% 0% 0% 0% 
Art can be an educational tool. 12 7 1 0 0 
60% 35% 5% 0% 0% 
By using mre art in my classroom. 
students who are talented in that 12 8 0 0 0 
area will have a chance to "shine." 60% 40% 0% 0% 0% 
Art can reduce tension in my class¬ 11 7 2 0 0 
room. 55% 35% 10% 0% 0% 
I believe art is a basic of educa¬ 6 10 2 1 1 
tion. 30% 50% 10% 5% 5% 
Aesthetics counterbalance a highly 2 10 5 2 1 
structured curriculum. 10% 50% 25% 10% 5% 
lumbers in table are numbers of responses. 
bSA= Strongly Agree, A= Agree, N= Neutral, D= Disagree, 
SD= Strongly Disagree 
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TABLE III (cont.) 
TABULATION FOR PRE-ASSESSMENT STATEMENTS 
Statement SA A N D SD 
(Art in Education) 
By integrating art into my weekly 
schedule, I would offer of students 
a more balanced academic program. 
6 
20% 
14 
35% 
0 
30% 
0 
5% 
0 
10% 
Perhaps some artistic approaches will 
turn my students "on" to school work. 
8 
40% 
11 
55% 
1 
5% 
0 
0% 
0 
0% 
I have recently read about using art 
in the classroom to teach academic 
skills. 
3 
15% 
11 
55% 
3 
15% 
2 
10% 
1 
5% 
(Design for Teacher Training) 
I would like to know more about the 
process of ART. 
7 
35% 
11 
55% 
1 
5% 
0 
0% 
1 
5% 
I am not trained to successfully 
integrate art into my present teach¬ 
ing. 
2 
10% 
7 
35% 
4 
20% 
5 
25% 
2 
10% 
Although I am comfortable using art 
in my classroom, I would like to be¬ 
come more knowledgeable in the phil¬ 
osophies and mechanics of visual and 
tactile approaches to teaching and 
learning. 
9 
45% 
11 
55% 
0 
0% 
0 
0% 
0 
0% 
I would like specific direction to 
implement my present curriculum with 
artistic approaches. 
10 
50% 
10 
50% 
0 
0% 
0 
0% 
0 
0% 
Although I am not artistically in¬ 
clined, I would like to ingegrate 
art into my present teaching style. 
6 
30% 
8 
40% 
4 
20% 
1 
5% 
1 
5% 
I would like to educate the parents 
of my students to understand that 
art can be an educational tool. 
5 
25% 
12 
60% 
3 
15% 
0 
0% 
0 
0% 
I would like follow-up coaching. 4 
20% 
14 
70% 
2 
10% 
0 
0% 
0 
0% 
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classrooms, that visual and tactile approaches can help as 
educational tools in the content areas, and that they would 
like specific training in philosophies and practical appli¬ 
cations to integrating art into the 3 Rs. 
Results of Final Post-assessments 
The in-service workshop model was evaluated after each 
session through the use of post-assessment questionnaires 
found in Appendix B of this dissertation. The purpose of 
these was to improve the sessions according to recommenda¬ 
tions offered by participants. The information in the fol¬ 
lowing post-assessment Table IV indicates choices of the 
twenty K-3 teacher participants as to whether or not they 
would incorporate artistic strategies demonstrated during 
the training, into their respective classroom routines. The 
second post-assessment tabulation (Table V) indicates that 
teacher participants felt knowledgeable enough about the 
visual and tactile artistic approaches demonstrated during 
the training sessions to do a successful job integrating 
them into their routines. 
Teacher participants were confident about incorpora¬ 
ting A+C=B in their classrooms in the fall. One hundred 
percent of all teachers answered "yes” to the following two 
questions: 
1. Do you feel knowledgeable enough about the visual 
and tactile approaches demonstrated in the training sessions 
to feel that you could do a good job integrating them into 
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your students' academic curriculum? 
2. Do you feel that this training session gave you 
helpful information about visual and tactile artistic ap¬ 
proaches to teaching and learning? 
Not only did teachers comment that they felt knowlthey 
would be resourceful to others in their schools. They men¬ 
tioned that the reviews of philosophical scholarship gave 
them a better understanding of such topics as right/left 
brain research, experience learning, process emphasis, depth 
of master art, art as a counterbalance, and qualitative vs. 
quantitative evaluation. Knowledge about specific techni¬ 
ques empowered teachers to be more creative with their aca¬ 
demic curricular demands in the fall; acquaintance with past 
and current literature regarding art in education would help 
justify its validity. They also felt that the sessions 
offered sufficient justification to incorporate art into 
academia through a review of past and current trends, re¬ 
search, and beliefs on the topic. 
Each participant volunteered for follow-up coaching. 
1. Each teacher participant was invited to visit this 
author's first grade classroom in the coming fall. Each 
elected to come. On the last day of the training session, a 
sign-up sheet was passed out so that teachers could list the 
date and time of their visit. They were also asked to list 
which specific approach they would like to observe. After 
the visits, participants remarked that they appreciated the 
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opportunity to leave their own schools for a day to "see 
what went on" in another educational setting. 
2. The second follow-up coaching session involved this 
author visiting each participant’s classroom in the fall. 
They were to select and prepare one of the twenty-three 
artistic approaches from the training session or create one 
of their own. Fifteen of the participants presented an LEA 
lesson; three teachers did Picture Watching, and one gave a 
math lesson involving a still life painting. Another 
teacher created her own phonics lesson in which the hard 
sound of the letter ”C” was taught using "The Favorite Cat,” 
by Nathaniel Currier. 
3. The third follow-up coaching session was held in an 
administrative conference room in late October of 1985. A 
letter was sent to each participant inviting them to this 
culminating follow-up session. The letter also requested 
that they share experiences that they had incorporating 
A+C=B into their classroom routines. 
Each of the twenty teachers attended the final follow¬ 
up coaching session and shared personal experiences. They 
remarked that they and their children enjoyed integrating 
art into their work. 
Participants were invited to comment in a general way 
regarding the sessions. One teacher stated, ’’The training 
was like a revival course; I always wanted to be more crea¬ 
tive in my classroom with my kids, but I never knew how." 
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Another comment stated, "I never knew that art could be used 
in so many different ways in the classroom, and what's even 
better is that now I can justify using it to administrators, 
peers, and parents." 
Teachers brought photographs exhibiting the joy of in¬ 
corporating art into their routines. A teacher from Green¬ 
wich remarked that she and her students enjoyed "a break 
from the books." Another participant added, "It was almost 
as if the drudgery was removed from 'schoolwork.'" 
It was recommended that administrators and parent of 
students should also be made aware of A+C=B. Participants 
felt strongly that learning comes through methodologies 
other than paper/pencil tasks. A suggestion arose that 
perhaps artistic strategies could be explained to parents 
during a "Back-to-School Night" or an Open House presenta¬ 
tion. 
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TABLE IV 
CHOICES OF 20 K-3 TEACHER PARTICIPANTS WHETHER OR NOT TO 
INCORPORATE ARTISTIC STRATEGY INTO THEIR ACADEMIC ROUTING 
Art Activity 
Absolute 
Yes 
Frequency 
No 
Relative 
Yes 
Frequency 
No 
Clay Modeling 20 0 100% 0% 
Finger Knitting 16 4 80% 20% 
Wooden Needles 19 1 95% 5% 
Canvas Initials 16 4 80% 20% 
Linear/Curvilinear 9 11 45% 55% 
Spirals 13 7 65% 35% 
Mirror Images 15 5 75% 25% 
Tissue Paper Replica 4 16 20% 80% 
Finger Wreath 16 4 80% 20% 
Doodle Diaries 18 2 90% 10% 
Master Painting Approach 
to Read and Write 16 4 80% 20% 
Picture Watching 20 0 100% 0% 
Vowel Books 12 8 60% 40% 
Still Life Computation 17 3 85% 15% 
Number Books 14 6 70% 
30% 
Artistic Rendering 16 4 80% 
20% 
Flowers Under Glass 16 4 80% 
20% 
Living Rule books 16 4 80% 
20% 
Spaceship Earth 18 2 
90% 10% 
Group Mural 19 1 
95% 5% 
Masterpiece Geometry 13 7 
65% 35% 
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TABLE IV (cont.) 
Absolute Frequency Relative Frequency 
Art Activity Yes No Yes No 
Emotion in Colors 16 4 80% 20% 
Erased Portrait 11 9 55% 45% 
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TABLE V 
TABULATION FOR POST-ASSESSMENT QUESTIONS3 
Question Yes 
Don't 
No Know 
1. Do you feel knowledgeable enough 
about the visual and tactile ap¬ 
proaches demonstrated in the 
training sessions to feel that 
you could do a good job integrat¬ 
ing them into your students' aca- 20 00 
demic curriculum? (100%) 
2. Do you feel that this training ses¬ 
sion gave you helpful information 
about visual and tactile artistic 
approaches to teaching and learn- 20 00 
ing? (100%) 
3. Would you like follow-up coaching? 20 
(100%) 
0 0 
aNumbers in tables are numbers of responses 
CHAPTER V 
SUMMARY OF THE STUDY AND RECOMMENDATIONS FOR 
FURTHER RESEARCH 
This concluding chapter synthesizes substantive in¬ 
formation presented in the four previous chapters. First, a 
concise summary reiterates the purposes, development of the 
program, and findings of this investigation. Secondly, 
recommendations are made to expand the work of this study. 
The purpose of this study was to develop a program for 
in-service teacher training in the use of visual and tactile 
approaches to academic content areas in grades K-3. The 
sessions were meant to help teacher participants understand 
philosophies and practical mechanics if integrating art into 
content areas to teach basic skills and concepts. Teachers 
frequently wish to incorporate art into their curriculu, but 
often lack training and confidence to do so. Four objec¬ 
tives were developed to give direction to this study; they 
were: 
Objective One 
To identify philosophies of past and current re¬ 
searchers/educators towards developing a K-3 curricu¬ 
lum program that includes visual and tactile artistic 
approaches to teaching and learning in the content 
areas of early primary grades. 
150 
151 
Objective Two 
To conceptualize a basic curricular program of spe¬ 
cific K-3 lessons which will assist teachers to incor¬ 
porate visual and tactile artistic approaches into 
their respective classroom routines. 
Objective Three 
To field test teacher training sessions regarding 
visual and tactile artistic approaches to teaching and 
learning in grades kindergarten through three. 
Objective Four 
To make recommendations for further work regarding art 
in education. 
The first objective identified basic philosophies of 
past and current researchers/educators regarding art in 
education. The work of such scholars as: John Dewey, C.D. 
Gaitskell, Victor Lowenfeld, Arthur Zajonc, Herbert Read, 
Bob Samples, Roger Sperry, Marilyn Ferguson, Rudolf Steiner, 
E. Paul Torrance, Edith Kramer, Margaret Naumburg, and the 
John Paul Getty Foundation was reviewed. A review of such 
philosophies led to the formation of common basic concepts 
that were needed for teacher participants to remember when 
incorporating art into academia. Basic concepts included 
views on creativity, the artistic process, multisensory 
learning, interdisciplinary teaching, cognitive/affective 
thinking, art in therapy, guiding creative talent, and 
skills needed to survive teaching and everyday living. 
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John Dewey 
The thrust of Dewey’s work dealt with the impor¬ 
tance of "experiencing first-hand" that which the 
child must learn for survival in life. He felt 
this was one of the responsibilities of educational 
settings. Dewey suggested that the process of edu¬ 
cation was ongoing—just as the process of life. 
Dewey believed that art was an active experience, 
and should be incorporated into all facets of 
learning. Production of art required doing. View¬ 
ing fine art involved perception. Dewey believed 
both were vital components of educative settings, 
especially in the early primary grades. 
Rudolf Steiner 
Steiner integrated artistic approaches into every 
subject area. His Waldorf Pedagogy stressed the 
importance of nurturing intangible elements of 
children such as: intuition, creativity, spiritu¬ 
ality and emotion. Steiner believed that artwork, 
handwork, and clay modeling kept these intangible 
areas alive. He believed that if paper-pencil 
tasks and texts were the only methods of learning, 
a child’s educational journey would be dry and 
colorless. Kindergarten and first grade were 
devoid of workbooks in Waldorf Schools. Instead, 
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all learning was done through the arts, movement, 
and stories. 
Arthur Za.jonc 
Zajonc claimed that extensive pushing and pressure 
toward productivity and maintenance of high quan¬ 
titative test scores will have detrimental effects 
on young children in the long run. Zajonc sug¬ 
gested that schools take the responsibility for de¬ 
veloping aesthetic as well as cognitive domains. 
He warned that if this is not done in the early 
primary grades the cultivation of a balanced life 
of feeling may be thwarted. Zajonc suggested that 
the learning environment of young children should 
be surrounded with pleasant colors, art forms, and 
materials that fill students with a lively ex¬ 
perience for the beautiful. 
Elliot Eisner 
Eisner suggested that new methods of evaluation be 
brought into schools. He believed that present as¬ 
sessment devices are one-sided and were unable to 
test many qualities in which children excel. 
Eisner viewed education as a form of experience 
that should deal with the quality of childrens 
lives. Education, he believed, should involve stu¬ 
dents making healthy choices as a result of sound 
reflection. He believed that educational practice 
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should be an artful, emerging affair that gave 
teachers room to be sensitive to children's needs 
and talents. Many of these needs and talents, such 
as skill in the arts, often cannot be measured on 
multiple choice tests by filling in a blank circle. 
E. Paul Torrance 
Torrance believed that creative talent of both 
children and teachers must be guided and developed. 
His findings listed the following as necessary con¬ 
ditions for healthy functioning of preconscious 
mental processes which produce creativity: 
1. The absence of serious threat to the self, 
the willingness to risk. 
2. Self-awareness—in touch with one's feel¬ 
ings. 
3. Self-differentiation—sees self as being 
different from others. 
4. Openness to ideas of others and confidence in 
one's own perceptions of reality or one's own 
ideas. 
5. The ability or help to counteract some of the 
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many pressures which push people to conform. 
Torrance found that many scholars who attempted 
to study, test and guide creativity in early 
childhood years did so through art. 
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—-e ^•—Paul Getty Center for Education in the Arts 
"Beyond Creating: The Place for Art in America's 
Schools," is a 1985 report by the Getty Center sup¬ 
porting the assumption that art was basic to educa¬ 
tion. Results of seven case studies can be found 
in 'Beyond Creating." These case studies re¬ 
searched art in education in seven selected school 
districts throughout the United States. 
Robert J. Saunders 
Saunders wrote of the increasing conviction of the 
1970s that art and the attitudes, values, and per¬ 
sonality characteristics which art encourages 
should be at the center of society and its educa¬ 
tional system rather than in the fringe areas. 
Saunders felt that art contributed to the quality 
of living and therefore was essential at the early 
stages of childhood. Recognizing that instruc¬ 
tional machines and packaged textbook programs have 
taught youngsters valuable K-3 content area skills, 
Saunders found that they have concentrated on cog¬ 
nitive learning. Art balanced this by including 
the affective domain—development of aesthetics, 
appreciation of different styles, sustained 
creative value judgments, and improvement of small 
motor skills all involve the right-brain. 
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Bob Samples 
Samples claimed that human beings often depend on 
the rational, analytical left hemisphere of the 
brain. He believed, however, that it was essential 
not to lose touch with the brain’s right hemi¬ 
sphere—which governs intuition, emotion, and 
creative consciousness. Samples championed 
"wholeness,” a positive balance between the analy¬ 
tical and metamorphic dimensions of the mind. He 
claimed that in doing this, people can reach their 
human potential. 
Marilyn^ Ferguson 
Ferguson viewed learning as a lifelong process and 
an everchanging journey. She believed that heroes 
of education were flexible, open to expanding inner 
experiences, concerned with whole-brainbalancing 
interested in creativity in terms of human poten¬ 
tial, and concerned with transcending perceived 
limitations. Such heroes, she suggested, were of¬ 
ten thwarted by administrators, fellow staff mem¬ 
bers, and parents. 
Roger Sperry 
Based on many experiments with the human brain, 
Sperry concluded that the right half and the left 
half of the brain had their own separate trains of 
conscious thought. Each had its own hemisphere, 
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its own memories, and each thought in fundamentally 
different ways. The left hemisphere was primarily 
verbal, logical, and sequential. The right was 
viewed more as intuitive and emotional, speciali¬ 
zing in visual-spacial problem-solving. 
Victor Lowenfeld 
Lowenfeld distinguished between two types of stu¬ 
dents: haptic and visual. He described the haptic 
child as one who placed himself at the center of 
the action and, working from a sensory base, re¬ 
ported what he/she "felt" about a subject. Lowen¬ 
feld described the visual child as a close observer 
of his/her environment; working from a perceptual 
basis. A visual child offered much information 
concerning what he/she ’’saw.” 
Herbert Read 
Read made a distinction between three categories of 
art activity—self-expression, observation, and 
appreciation for art of others. Of these three, 
Read believed that self-expression through art was 
essential in the early primary grades. He believed 
children were self-motivated toward such activity. 
Observation and appreciation for art of others were 
aspects of social adaptation which should be 
directed and developed by teachers. Read also 
stressed the importance of developing the senses in 
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children. He believed that if sensory systems were 
impaired, the possibilities of reaching certain 
levels of understanding would be curtailed. 
Charles D. Gaitskell and A1 Hurwitz 
Gaitskell and Hurwitz examined the world of child¬ 
ren’s art in education. They dealt with theo¬ 
retical bases of art, practical implications for 
classroom use, and art's unique function in the 
lives of young children. Gaitskell and Hurwitz be¬ 
lieved that the teacher who is capable of teaching 
the 3 Rs in a sensitive way is also capable of 
implementing art into his/her classroom. 
Edith Kramer 
Kramer emphasized the use of art as therapy with 
children. She believed that art therapy comple¬ 
mented or supported psychotherapy, but should not 
replace it. Artistic maneuvers which Kramer used 
were a means of supporting a child’s ego, fostering 
the development of a sense of identity, and pro¬ 
moting healthy maturation in general. 
Margaret Naumburg 
Naumburg recognized that the release of the uncon¬ 
scious into imaginative and spontaneous art projec¬ 
tions was vital for balanced ego development of the 
normal child. She also emphasized the importance 
of the development of spontaneous art products in 
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the treatment of problem children. Naumburg be¬ 
lieved that art expression was a complete means of 
diagnosis and therapy using non-verbal method¬ 
ologies . 
The second objective involved conceptualizing and de¬ 
veloping a program for teacher training that would assist 
participants to incorporate visual and tactile artistic ap¬ 
proaches into their respective classroom routines. For 
example, teacher participants experienced the process of 
each art activity in order to identify and understand skills 
and concepts of subject areas being taught. Lectures, slide 
presentations, discussions, and hand-outs comprised a 
healthy part of the training sessions as well. The basic K- 
3 art-based curricular program consisted of the following 
specific lessons: Clay Modeling, Finger Knitting, Wooden 
Needles, Canvass Initials, Linear/Curvilinear, Spirals, 
Mirror Image, Tissue Paper Replica, Finger Wreath, Doodle 
Diaries, Master Painting Approach to Reading and Writing, 
Picture Watching, Vowel Books, Still Life Computation, Num¬ 
ber Books, Artistic Rendering, Flowers Under Glass, Living 
Rule Books, Spaceship Earth, Group Murals, Still Life Ge¬ 
ometry, Emotion In Colors, and Erased Portraits. 
A bus trip to the Metropolitan Museum of Art served as 
a culminating activity. This gave teacher participants the 
opportunity to view original works included in A+C=B. Some 
of those include: "Apples and Primroses” by Paul Cezanne, 
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"Fishing Boats" by Paul Signac, "The Favorite Cat” by 
Nathaniel Currier, "Irises," by Vincent van Gogh, and "Boat¬ 
ing" by Edouard Manet. 
The third objective was to field test the teacher 
training program regarding artistic approaches to the con¬ 
tent areas. The program was field tested with twenty K-3 
teachers from four school districts. Prior to the first 
workshop, participants were given pre-assessments to deter¬ 
mine knowledge, attitudes, and experiences with art in 
education. Responses were used to adapt the program to meet 
the needs of the group. At the conclusion of the workshops, 
post-assessments were administered. The results of these 
were used to determine if the training sessions were 
successful in helping participants understand philosophies 
and practical mechanics of integrating art into the content 
areas. Interviews were also conducted with randomly se¬ 
lected teacher participants to gain in-depth information 
about insights gained as a result of the program. The 
training sessions were well received; teachers volunteered 
enthusiastically for follow-up coaching. 
The fourth objective concerned making recommendations 
for further work in this area of study. 
Recommendations for Further Research 
It is recommended that further research concerning 
this study occur in the following areas: 
First, a follow-up study of how teacher participants 
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have incorporated what they learned during the training ses¬ 
sions into their respective K-3 classrooms. This study 
could determine if those teachers who participated in the 
workshops to understand philosophies and practical mechanics 
of using visual and tactile artistic methodologies to con¬ 
tent areas had actually incorporated them into their aca¬ 
demic curricular routines. The lessons, thus developed, 
could also be examined in action and the following Questions 
asked: 1) Are the specific artistic approaches successful? 
That is to say, are young students learning what the objec¬ 
tives and curricula dictate? 2) Are the activities useful? 
Are they structured in such a way that teachers are able to 
use them readily? 3) Are the artistic philosophies and 
methodologies relevant? Do they actually help introduce, 
reinforce, and enrich content areas? Do they meet the needs 
of children for whom they are intended? 
The newly developed innovative teaching strategies 
could be compared to "art-less” curricular programs. Both 
styles could be examined with the intent of determining 
whether the artistic methods, that is to say, the approaches 
that were developed specifically for this study, were as 
effective in introducing and reinforcing academic skills and 
concepts as stereotypic methods. 
Secondly, research is needed to determine if the in¬ 
tegration of art and academics in varying types of school 
districts is the same. For instance, do teachers who work 
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in rural schools far from access to art galleries, museums, 
and universities react differently to incorporating art into 
the curriculum than teachers who work in urban and suburban 
settings? Teachers in urban-suburban schools have access to 
a greater number of cultural enrichment and university 
course offerings and may have developed different types of 
knowledge and skills than their rural counterparts. Re¬ 
search could determine if each group would need the same 
objectives and workshop sessions and what differences, if 
any, might exist between the two groups. 
Third, the question of voluntary participation in in- 
service workshops could be examined. The guidelines for 
effective in-service education states that participation in 
in-service training should be voluntary, but the complaint 
heard most often is that those who need training most, fre¬ 
quently do not attend. The workshops could be presented to 
a group that was told it must attend. The pre- and post- 
assessments of each group could be examined to determine if 
any significant difference occurred in the mean gain between 
the two groups. If the teachers who volunteered to attend 
the workshops showed a greater mean gain on the assessments 
than the group who had been made to attend the sessions, 
then a logical conclusion might be that for the workshop 
presentations to be effective, teachers must volunteer. If 
there was no significant difference between the two groups, 
it could be inferred that it made no difference in learning 
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if teachers selected the training sessions or if they were 
made to attend. This study would aid in determining if it is 
beneficial to make disinterested or slightly interested 
teachers attend innovative artistic in-service training. 
Fourth, curriculum in higher teacher training and edu¬ 
cation, at the college and university level, needs to be 
examined. The extent to which curricula involving innova¬ 
tion through art does indeed counterbalance the push toward 
greater productivity, the maintenance of high quantitative 
test scores, time on task, textbook and worksheet paper/pen¬ 
cil activities, and the incorporation of high technology 
into the classrooms of kindergarten through teachers as well 
as those who have been part of the profession for years is 
essential to provide an excellent undergraduate and graduate 
menu of courses. If necessary, recommendations for more 
balanced coursework in teacher education might be made as a 
result of such a study. Further, video tape recordings can 
be examined to train teachers in innovative stretegies. The 
need for student teachers as well as present teachers to 
have a thorough and balanced understanding of teaching and 
learning strategies to meet the needs of individual students 
is clear. Teachers are frequently asked to share teaching 
strategies which are enrichment-oriented to aid in de¬ 
veloping an exciting curriculum. In order to do so, they 
should have such enriching activities already in their 
repertoires of teaching methodologies. 
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Fifth, there is a need for published educational texts 
demonstrating the integration of art into academics in 
grades K-3. The author here specifically means primary 
books which house illustrations of master paintings which 
can be used to instruct children in basic concepts and 
skills in the content areas of grades K-3. 
This present study has practical implications for 
schools. It has long been suggested that teachers are among 
the most creative professionals and that teaching in itself 
can be a lively art. The underlying assumption here is that 
many teachers want to use their creativity and move away 
from stereotypic teaching strategies. The author’s own ex¬ 
perience and research shows that teachers and students must 
be given opportunities to develop their own sense of crea¬ 
tivity. Often, teachers are threatened or fearful of incor¬ 
porating artistic approaches in their daily classroom 
routines because they lack the knowledge, training, and/or 
courage. School systems can no longer ignore this need if 
they are to keep creative teachers in the system. Yet, if 
school systems and institutions of higher education do not 
meet the challenge of providing artful activities as teach¬ 
ing instruments in K-3 classrooms, it is likely that early 
primary education will remain imbalanced. Through in-serv¬ 
ice training it is possible to provide educators and student 
teachers with theoretical and practical "basics” for inte¬ 
grating art into academics that will reflect positively on 
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the quality of K-3 education and teacher growth. 
Visual and tactile art activities have been presented 
as viable means of educating the whole person. Recent 
split-brain studies have uncovered a bias in favor of the 
left brain in contemporary education and how this partiality 
was locked in place through the kinds of testing which edu¬ 
cators used to measure developmental progress. This study 
has touched on the reasons for this situation and has shown 
how such recent scientific insights as the uncertainty prin¬ 
ciple support a different view of reality, a right-brain way 
of knowing. "True knowing" involves both left and right 
brain functions and that integration is central to real or 
holistic learning. Finally, ways in which art aided in this 
integration in grades K-3 has been explored. 
Research and experience acknowledged that there has 
always been an imbalance of some sort in the ways that the 
thinking process has been conceived and that one way of 
righting this, which has been developing from the beginning 
of culture is expression through artwork. How artwork has 
been used to transmit cultural events has been discussed. 
Art therapists recommended that disturbed children be given 
the chance "to work through their problems" with the help of 
art as therapy. 
Chapter III was designed to give the reader a sample 
of lessons used in the teacher training session. Philoso¬ 
phies supporting the integration of art and academics were 
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briefly discussed. It was also shown how artistic ap¬ 
proaches to K-3 content areas contributed to the development 
of the whole child by integrating right-brain with left- 
brain thinking. 
A+C=B was designed to give K-3 educators an experience 
of how certain types of art activities can affect the de¬ 
velopment of the whole child while contributing to skills 
and content area instruction. Insights and research 
gathered thus far in art and education was examined and dis¬ 
cussed. According to post-assessment devices, teacher par¬ 
ticipants felt knowledgeable and comfortable enough to in¬ 
tegrate art activities into their present academic routines. 
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Dear Educator, 
Within a few weeks you will be attending a training 
session on visual and tactile artistic approaches to teach¬ 
ing and learning. Prior to the first meeting, some infor¬ 
mation is needed. Would you please take a few minutes to 
fill out the attached questionnaire? The purpose of the 
questionnaire is to find out your attitudes, opinions, and 
knowledge regarding teaching and the integration of visual 
and tactile art and the 3 R's. 
Please answer carefully. Any comments that you wish to 
make concerning your feelings about, or experience with 
visual and tactile art can be included at the end of the 
questionnaire. 
The questionnaire must be returned to me within a week 
so that there is adequate time to use the information in a 
positive way for the training session and follow-up coach¬ 
ing. 
Enclosed is a self-addressed stamped envelope for your 
convenience. Thank you for your help; I am looking forward 
to meeting you at the first session. 
Sincerely, 
Judith S. Borrelli 
Project Director 
DEMOGRAPHIC DATA 
Sex: _ Female _ Male 
What grade do you currently teach? 
Number of years as a classroom teacher? _ 
Number of years in present position? _ 
Do you intend to remain a classroom teacher: 
for the next 3 years? Yes No 
for the next 5 years? Yes No 
for the next 10 years? Yes No 
If your response was no, would you share with me 
why you are considering leaving the profession? 
Area(s) of certification: 
Highest degree completed: _ Date: _ 
Major Field  
Are you enrolled in any graduate or in-service courses 
involving the use of visual & tactile artistic ap¬ 
proaches to teaching and learning this semester? 
_Yes _ No. If yes, please list them. 
Have you taken other workshops, courses, or training 
sessions involving the visual and tactile arts? 
_ Yes _ No. If yes, please list course title 
and date of attendance. 
Do you hope to integrate the methodologies demonstrated 
during the training sessions into your classroom? 
Yes No. 
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Based on your attitudes, opinions, and knowledge, please in¬ 
dicate in the boxes provided, your agreement/disagreement 
with the following statements. 
SA=Strongly Agree, A=Agree, N=Neutral, D=Disagree, 
SD=Strongly Disagree 
SA A N D SD 
1. I believe the process of teach¬ 
ing is in itself a lively art. 
2. Teaching that revolves around what 
children and teachers enjoy makes 
sense. 
3. I am turned off to teaching be¬ 
cause it has become a routinized 
chore. 
4. I would like to bring enjoyment 
back to teaching and learning. 
5. I don't like teaching as much as 
I did several years ago because 
it has become boring. 
6. Teaching is the only profession in 
which I have talent. 
7. There is a push in my district to 
maintain high academic standards. 
8. Teaching has become anxiety pro¬ 
ducing. 
9. I cannot quit the teaching profes¬ 
sion because I need the income. 
10. Schools today should be more 
structured. 
11. I feel safe using a teaching man¬ 
ual. 
12. School settings have become dehu¬ 
manized . 
13. I can't wait to leave the school 
building at the end of my teach¬ 
ing day. 
14. I want to remain a teacher, but 
have reached the point where I 
need some new techniques. 
15. Some children are visual learners. 
16. I believe young children should be 
nurtured rather than disciplined. 
17. I feel it is unfair that achieve¬ 
ment tests do not include an art- 
related portion. 
18. My students are art ’’illiterate. 
19. As a teacher I need ’’something 
more’’ than workbooks, texts, com¬ 
puters, and testing. 
20. I am ready for innovation in my 
classroom. 
21. A workbook-based curriculum is not 
the only method of teaching chil¬ 
dren. 
22. There is little room for creativ¬ 
ity in my classroom. 
23. There is little time for act acti¬ 
vities in my teaching schedule. 
24. Art has always intrigued me. 
25. I believe that art can successful¬ 
ly be incorporated into the K-3 
academic curriculum. 
26. In my opinion, students like to 
draw. 
27. Art is an educational frill. 
28. Because my students like to draw, 
I would like to use this as a 
vehicle to enhance the learning 
process. 
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29. Visiting art galleries and muse¬ 
ums is not worthwhile. — — — 
30. I lack artistic training. _ 
31. Art is a means of expression. 
32. Art is a therapeutic device. 
33* Art can be an educative tool. 
3^. I am familiar with the paintings 
of Georges Seurat and Paul Cezanne. 
35. I would like to know more about 
the process of ART. 
37. Art can reduce tension in my 
classroom. 
38. Art is an "after school" activity. _ _ _ _ _ 
39. Art should be kept separate from _ _ _ _ _ 
the 3 R's. 
40. I believe art is a basic of edu- _ _ _ _ _ 
cation. 
41. Mimeographed coloring worksheets _ _ _ _ _ 
are used in my classroom as an 
art activity. 
42. I use slides and prints of master _ _ _ _ _ 
art work in my classroom to teach 
academic concepts. 
43. Using art in my classroom is time- _ _ _ _ — 
off-task. 
44. Other academic priorities cause me _ _ _ _ — 
to exclude art from my classroom. 
45. Aesthetics counterbalance a highly _ _ — — — 
structured curriculum. 
46. By integrating art into my weekly — — — — _ 
schedule, I would offer my stu¬ 
dents a more balanced academic 
program. 
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47. Perhaps some artistic approaches 
will turn my students "on" to — 
school work. 
48. Getting back to the basics means _ _ 
bringing artistic methods of 
teaching into schools, similar to 
those of early Greek education. 
49. I am fearful that fellow staff and _ _ _ _ 
administration will misinterpret 
artistic techniques as non-academic. 
50. I am not trained to successfully _ _ _ _ _ 
integrate art into my present 
teaching techniques. 
51. I have successfully used art activ- _ _ _ _ _ 
ities in my classroom before and 
would like to use even more. 
52. Although I am comfortable using _ _ _ _ _ 
art in my classroom, I would like 
to become more knowledgeable in 
the philosophies and mechanics 
of visual and tactile approaches 
to teaching and learning. 
53. I would like specific direction to _ _ _ _ _ 
implement my present curriculum 
with artistic approaches. 
54. I have recently read about using _ _ _ _ _ 
art in the classroom to teach 
academic skills. 
55. Although I am not artistically _ _ _ _ _ 
inclined, I would like to inte¬ 
grate art into my present teach¬ 
ing style. 
56. I am uncomfortable using art to _ — — — _ 
teach the 3 R's. 
57. I would like to educate the par- _ — — — . 
ents of my students to understand 
that art can be an educational 
tool. 
58. I hope that after this training 
session I will feel more comfort¬ 
able integrating art and aca¬ 
demics. 
59. I would like follow-up coaching. 
60. I am familiar with the work of 
art educators such as Elliot 
Eisner, Rudolf Steiner, Edith 
Kramer, and Margaret Naumberg. 
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Dear Educator, 
You have completed the training session on visual and 
tactile approaches to teaching and learning. The following 
is a questionnaire that I would like you to fill out. The 
results will enable me to further improve the workshops for 
other teachers. Please answer carefully and return it to me 
by the end of the week in the self-addressed stamped en¬ 
velope. 
Thank you. 
Judith S. Borrelli 
Project Director 
Name ___ Grade _ 
School  
School System  
1. Do you feel knowledgeable enough about the visual and 
tactile approaches demonstrated in the training session 
to feel that you could do a good job integrating them 
into your students’ academic curriculum? 
Yes _ No _ Don't Know _ 
2. Do you feel that this training session gave you helpful 
information about visual and tactile artistic ap¬ 
proaches to teaching and learning? 
Yes _ No _ Don’t Know _ 
3. Would you like follow-up coaching? 
Yes _ No _ Don’t Know _ 
184 
Workshop Assessment Questionnaire 
1. Did you enjoy today's workshop? 
2. Was it a positive learning ex¬ 
perience for you? 
Very much 
Somewhat 
Not at all 
Very much 
Somewhat 
Not at all 
3. Check each of the following 
activities demonstrated today 
that you would like to try 
with your students. 
Finger Knitting 
Wooden Needles 
Canvass Initials 
Clay Modeling 
Linear vs. 
Curvilinear 
Spirals 
Mirror Images 
Tissue copying 
Finger wreath 
Doodle Diary 
Master art work 
4. Would you like follow-up coach- Yes 
ing on any of the activities No 
mentioned above? 
5. If yes, please list specific 
activities. 
6. Comment on the artistic appoaches 
demonstrated today. Yes 
a. The activities are worth _ 
trying with my students. 
b. The artistic approaches _ 
listed above are academ¬ 
ically sound. 
c. From today's activities I can _ 
see that visual and tactile 
art are an integral part of 
the "basics" of formal edu¬ 
cation and should not be 
kept separate from the 3 R's. 
7. Do you feel that it is feasible 
to integrate art into the academic 
currciulum of your classroom? — 
Grade that you teach: 
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Training Session Assessment Questionnaire 
1. Did you enjoy the training 
sessions? 
Very much 
Somewhat 
Not at all 
2. Were they positive learning ex¬ 
perience for you? 
Very much 
Somewhat 
Not at all 
3. Check each of the following 
activities that you would 
like to try with your stu¬ 
dents. 
The Language 
Experience 
Approach to 
Lang. Arts 
Picture Watching 
Vowel Books 
Still Life for 
Mathematics 
Number Books 
Geometry in 
Masterpieces 
Differences of 
Style 
Flowers under 
Glass 
Living Rule 
Books 
4. Would you like follow-up coach¬ 
ing on any of the activities Yes 
mentioned above? No 
5. If yes, please list specific 
activities. 
6. Comment on the artistic ap¬ 
proaches demonstrated today. Yes 
a. The activities are worth 
trying with my students. _ 
b. The artistic approaches 
listed above are aca¬ 
demically sound. _ 
c. From the activities men¬ 
tioned above I can see that 
visual and tactile art art 
an integral part of the 
"basics" of education and 
should not be kept sepa¬ 
rate from the 3 H’s. — 
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Artistic Approach to Writing Instruction Questionnaire 
1. Check the activities that you 
have tried with your students. 
2. Comment on the activities you 
have tried. 
Finger Knitting 
Wooden Needles 
Canvass Initials 
Clay Modeling 
Linear vs. 
Curvilinear 
Spirals 
Mirrow Images 
Tissue copying 
Finger wreath 
Doodle Diary 
Master art work 
Yes No 
a. The activity was innovative _ _ 
b. The activity was exciting. _ _ 
c. The activity was effective. _ _ 
d. The activity was worthwhile. _ _ 
e. My students enjoyed the 
activity. _ _ 
f. The activity was of diag¬ 
nostic value. _ _ 
g. In my opinion, my students’ 
writing skills will improve 
through activities such as 
these. _ _ 
h. I would like to use more 
ideas like these as part 
of my present program. _ _ 
3. How do these activities rate in Better - 
comparison with those you pres- About the same - 
ently use? Worse - 
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1. 
2. 
3. 
4. 
5. 
6. 
INTERVIEW QUESTIONS 
How.do you decide what to teach during your readine 
period? What kinds of lesson plans, if any, do you 
make? Do you follow a teaching manual? (This ques¬ 
tion is also asked with regards to mathematics, writ¬ 
ing, science and social studies.) 
Assume that you have only two months to teach reading 
in a given school year. How would you accomplish that 
assignment? What types of strategies would you use to 
instruct your students? Which skills and concepts do 
you consider are important ones to emphasize? (This 
question is also asked with regards to mathematics, 
writing, science, and social studies.) 
Do you consider visual and tactile artistic strategies 
beneficial to academic learning? Why or why not? 
How do you evaluate your students' development during 
a given school year? 
Do you think that art should be kept separate from the 
3 R's? Do you think that art is an educational frill? 
Do you consider art a basic of education? Do you 
think that art should be taught through the basic sub¬ 
ject areas or as an independent subject in itself? 
Your students vary in artistic ability just as they do 
in other curricular areas. How do you account for the 
difference in artistic abilities? In other subject 
areas? 
7. Do you believe that learning takes place during an art 
activity? If so, how? 
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INTERVIEW QUESTIONS 
1. Has your understanding of philosophies and theories 
regarding art in education changed as a result of the 
training session? How so? 
2. Do you have a better understanding of specific ways 
that art can be applied to academic learning? 
3. Were you aware of the wide range of ways that art can 
be used to help improve teaching and learning? 
4. Would you explain how art can be used to help edu¬ 
cation "get back to the basics." 
5. How can the understanding of philosophies and prac¬ 
tical mechanics of integrating art into your classroom 
help improve teaching and learning for you and your 
students? 
6. Do you know why you may be drawn to one style of paint¬ 
ing over another? Which styles of painting do you 
feel most comfortable with? 
7. How can needs of your students be diagnosed in their 
art? 
8. Do you feel that you have more knowledge of art and 
how it can be used effectively in your classroom than 
you did when you began the training session? 
9. What sections of the training sessions can be improved 
for future participants? 
APPENDIX D 
TRAINING SESSION SCHEDULE 
190 
191 
MONDAY 
VISUAL AND TACTILE ARTISTIC APPROACHES TO WRITING INSTRUC¬ 
TION 
9:00 a.m. Philosophical Overivew of a Review of the 
Literature 
9:30 a. m. Finger Knitting 
9:45 a.m. Wooden Knitting Needles 
10:45 a.m. Clay Modeling 
11:15 a.m. Coffee 
11:30 a.m. Linear, Curvilinear, and a Combination of 
the Two in Master Art 
11 :45 a. m. Spirals 
12:00 p. m. Mirror Images 
12:15 p. m. Tissue Reproduction 
12:45 p. m. Doodle Diary 
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TUESDAY 
ARTISTIC APPROACHES TO READING 
9:00 a.m. Integrating Art into a Basal Reading Program 
9:30 a.m. The Language Experience Approach 
9:45 a.m. Fish and Not Fish 
10:15 a.m. Video of LEA using prints of Master Art 
10:30 a.m. Coffee 
10:45 a.m. Picture Watching 
11:45 a.m. Across the Fence: "The Blue Forest" 
12:45 p.m. My Vowel Book 
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WEDNESDAY 
ARTISTIC APPROACHES TO MATHEMATICS 
9:00 a.m. Right Brain, Left Brain 
Affective, Cognitive 
Feeling, Thinking 
Multisensory Learning 
A Case Study 
9:45 a.m. Still Life: Counting, Addition, Word Problems 
10:15 a.m. From Clay to Number Sentences to Word Problems 
11:00 a.m. Coffee 
11:15 a.m. Number Books 
11:45 a.m. Finger Wreaths 
12:00 p.m. Geometric Shapes in Masterpieces 
12:30 p.m. Paul Cezanne’s Perspective 
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THURSDAY 
ARTISTIC APPROACHES TO SCIENCE AND SOCIAL STUDIES 
9:00 a.m. Similarities and Differences of the Masters 
9:30 a.m. Cultural Differences in Print 
10:00 a.m. Seeing Color in Nature: Is a Trunk Really 
Brown? 
10:30 a.m. Flowers under Glass 
11:00 a.m. Coffee 
11:15 a.m. Living Rule Books 
11:45 a.m. Group Murals 
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FRIDAY 
CULMINATING 
9:00 a.m. 
9:15 a.m. 
ACTIVITY 
"We build palaces we call museums to display 
the fruits of artistic inquiry . . ." 
Elliot Eisner 
A Visit to the Metropolitan Museum of Art 
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MASTERPIECE 
ALPHABET 
by 
Judith Borrelli 
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"Masterpiece Alphabet" raises the alphabet to a new 
level — to the level of the masters. It combines the 
twenty-six letters of the alphabet with masterpieces of art 
that correspond phonetically with the sound of each letter. 
With some letters, such as the vowels where more than one 
sound is made, two masterpieces are shown. Thus, as the 
reader is reminded of phonetics, he/she is exposed to the 
beauty and focused talent of master art. 
"Masterpiece Alphabet" is a beginner's picture gallery 
as well as a beautiful alphabet book which young children 
and art lovers of all ages will appreciate and enjoy. 
200 
Aa apples 
"Still Life: Apples and Primroses," by Paul Cezanne 
201 
Aa angel 
An angel from a Neapolitan presepio, by Nicola Ingaldi. 
202 
Bb baby 
"Madonna with St. John the Baptist and St. John Evangelist," 
(detail), by Sandro Botticelli. 
203 
Cc cat 
204 
Cc city 
"Mid-Manhattan," by Lyonnel Feiniger 
205 
Dd dancers 
"The Rehearsal," by Edgar Degas 
206 
Ee elephant 
"Elephant " by Rembrandt van Rijn. 
207 
Ee Egyptians 
Egyptian wall painting inside a pyramid. 
208 
Ff farm 
"He That Tilleth His Land Shall Be Satisfied," Anonymous. 
209 
"The Maids of Honor," (detail), by Diego Velazquez 
210 
Gg geranium 
"Pot of Geraniums ” by Henri Matisse. 
Hh houses 
211 
"Twenty-two Houses and a Church," Anonymous 
212 
li indian 
213 
li irises 
"Irises," by Vincent van Gogh 
214 
"Virgin Forest, tt by Henri Rousseau. 
215 
"The Old King, n by Georges Rouault 
216 
LI lion 
"Lion Lying Down," by Albrecht Durer. 
217 
Mm matador 
’’Mademoiselle Victorine in the Costume of an Espada, 
by Eduard Manet. 
»» 
218 
Nn nighttime 
"The Starry Night,” by Vincent van Gogh 
219 
Oo ostrich 
"Ostrich," by Albrecht Durer 
220 
Oo ocean 
’’Northeaster ’’ by Winslow Homer. 
i*
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221 
Pp people 
"The Golden Rule," by Norman Rockwell 
222 
Qq queen 
"Portrait of a Lady," Anomymous 
223 
Rr rabbit 
"The Hare,” by Albrecht Durer 
2214 
Ss squirrels 
"Cat Squirrels,” by John James Aubudon. 
225 
Tt tree 
"The Red Tree," by Piet Mondrian. 
226 
Uu umbrella 
"The Parasol " by Francisco Goya. 

228 
Uu unicorn 
"Seventh tapestry: 
The unicorn in captivity, from the Hunt of the Unicorn 
tapestries. 
229 
Vy violin 
230 
Ww windmill 
"Windmill on Montmartre," by Rembrandt van Rijn. 
231 
Xx xylophone 
"Xylophone, Anonymous. 
232 
Yy yawn 
"Laundry-girls Ironing," (detail), by Edgar Degas. 
233 
Zz zebra 
"Zebra, It by Charles Stubbs. 
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